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Alan and Simone Hartman: 
A Personal Recollection 


Roger Keverne and Miranda Clarke at 16 Clifford St in about 2012 
#12012 > Roger Keverne£&Miranda Clarke AEE RAAE (07169 


It is often the case that the word legend is used too loosely or 
inappropriately to describe certain people, but in the case of Alan 
Hartman it is entirely appropriate and underlines his position in the 
antiques world over so many years. 


Alan was born on 9 January 1930, the son of Hazel and Urban Hartman. 
Urban Hartman opened a shop dealing in Oriental art on Manhattan's 
Upper West Side in 1927 and Hartman Rare Art was incorporated 
in 1945. So Alan was born and grew up surrounded by works of art 
and that upbringing gave him inspiration as a collector and dealer. He 
purchased his first jade when he was a child — he was 12 – and from 
that moment until his passing earlier this year he continued to acquire 
antiques and works of art, and that pursuit defined his life. 


For a while Alan worked with his brother, Roland, and when they split 
up Alan took a short walk to Central Park, sat on a bench for a period of 
reflection and made the decision to run the business on his own. Hence 
the name Rare Art was to endure, and Alan owned substantial galleries 
on Madison Avenue in New York and at one point stores in Dallas and 
Palm Beach. 


One of Alan's gifts was his ability to understand and bridge so many 
aspects ofthe art and antique business and to be a collector at the same 
time. His commercial instincts were innate, and anyone who visited his 
New York stores will remember that it was easy to be overwhelmed by 
the sheer breadth of the stock - including Chinese from Neolithic to the 
20th century, Japanese, silver, and jades and hardstones from all over 
the world. Another of the attributes which made Alan such a formidable 
dealer was his prodigious memory. He had the ability to recall works of 
art purchased decades ago and the prices paid. 


ROGER KEVERNE 


Roger Keverne, ed., Jade, published in 1991 
Roger Keverne 编 ，《 玉 器 》，1991 年 版 
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Gift of Alan & Simone Hartman Metropolitan Museum of Art, 
Accession no. 1984. 361, 
Chenghua stem cup (1465 - 87) 


Privately however Alan and his second wife and love of his life, Simone, 
purchased special pieces for their homes - Impressionist paintings, 
magnificent jades, the best Tang and Ming ceramics, fine Japanese 
works of art and objects de vertu, archaic Chinese bronzes, gold boxes, 
and an important collection of Huguenot silver, the latter acquired for its 
restrained aesthetic appeal. Part of that collection of silver can now be 
seen in the Alan and Simone Hartman Galleries in the Museum of Fine 
Arts, Boston. It is well worth a visit to see the Hartman English silver, 
now displayed in one of the galleries bearing their name — the Hamilton 
Palace Dining Room, a magnificent room, ironically Scottish, dating from 
circa 1700, which was saved when Hamilton Palace was demolished in 
the 1920s, and first installed at the museum in 1928. 


Other generous gifts to museums include Chenghua porcelain to the 
Metropolitan Museum of Art, New York, early Chinese bronzes to the 
Brooklyn Museum, and Tang ceramics to the Israel Museum, Jerusalem. 
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PRIVILEGES WHICH NOW ARK OM MENKAPTEN MAV E 
CONNECTED wre Ive FELI Ow win 


1968 Alan Hartman, Metropolitan Museum of Art Testimonial 


уту THAT Ne Alıns амад 


na FELLOW FOR LIFE or på METROPOLITAN 
MUSEUM OF ART, лмо as pven ıs Herren TO тив 
Ригу. нона wreck NOW лин OR HEKKAPFTER. MAY ВЕ 
CONNECTED wer оси FYLLOV Ww 


1981 Simone Hartman, Metropolitan Museum of Art Testimonial 


SED NBL ERS, BIE TET ME (Simone) , FMI 
Få, HEN л EDER Л DiC пы ЙН EE, CU 

括 印 象 派 名 作 、 更 下 玉石 、 唐 代 及 明代 陶 砍 精品 、 日 本 雅 器 、 
Sil, EMRE HE ERAM (Huguenot) ghar. 
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ЕН ЗЕЙ 
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Gift of Alan & Simone Hartman, Brooklyn Museum, 
Accession no. 1991.127.3ab 
Shang Dynasty Archaic Bronze Vessel, You 


Alan and Simone were two people constantly on the move, both 
mentally and physically. Despite running the business, and at one time 
Alan being Chairman of the Executive Committee of the Art and Antique 
Dealers League of America, they were regularly travelling throughout 
Europe and Asia. Their many purchases were shipped to New York 
to be assessed, processed, cleaned and restored if necessary, and 
labelled - as all dealers know a full time and exacting job in itself. In the 
Hartmans' case, it could only be described as a constant task. Alan 
was unusual in the breadth of his purchasing and the volume of objects 
would have been beyond the capabilities of most people. 


The massive Hartman Rare Art stock was made available to all those 
interested in the antiques business, dealers from all over the world, 
domestic and international auctioneers, and private clients. Alan and 
Simone treated all their clients democratically, and no matter what your 
status or position in the business you were invited to explore, purchase 
or take on consignment works of art from their gallery. Everyone was 
welcome and I believe Alan was addicted to activity and the deal — he 
would take pleasure in the smallest of transactions. 


Gift of Alan & Simone Hartman Israel Museum, Jerusalem, 
Accession no. B98.0932 
A Western Jin dynasty Yue ware animal vessel, bixie 


Alan Hartman, 1998 


Ут BLE Be NEGLEN, futi RU, HETTE 
XE. BERA EE BETTER, ЖЕМЕ (f EU E E 
(Antique Dealers League of America) 委员 会 的 执行 主席 ， 
BEE НЯ Hk EH, MGE TA A E FF TAS EST Å 

di. THEME REARS LE HERA, GARA АН ЕП 
ЖН ФУН А. TSO E EKER, SET LER BERR ESE 
成 竟 艾 偷 购 藏品 钴 之 繁 、 数 量 之 苦 ， 速 非常 人 所 及 。 
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Alan & Simone Hartman with Mrs. Tuyet Nguyet, Mr George Bloch and 
friends in Hong Kong, May/June 2000. photo courtesy of Arts of Asia 


Alan & Simone Hartman Wedding Day, 1977 


Alan could both appreciate aesthetics and look past them to assess 
and value the most humble of lots, a rare gift in a dealer. His work ethic 
was formidable and early telephone calls from New York were regularly 
made and received — he was wide awake, curious to know what was 
happening and ready to talk business. 


The Hartmans were the most generous of hosts and that generosity 
extended to Alan's sharing his deep knowledge of past and current 
market trends, including all their pitfalls. He could spot fakes, 
reproductions and the best when all mixed together, a talent to which 
all dealers aspire. His gifts were multitudinous and his instincts uncanny, 
but his ability to succeed and be as successful as he was would not 
have been possible if Simone had not provided constant support and 
devotion. 


The name of Hartman will continue to resonate in the art business 
as long as that survives, which it will. Those who had the privilege of 
knowing the Hartmans will continue to acknowledge their considerable 
contribution to our fascinating trade. 


Roger Keverne 


Summer 2023 
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Alan & Simone Hartman's living room 
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Roger Keverne 
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Alan and Simone Hartman's wedding cake with Simone's Ode to Alan on his 50th Business Anniversary 


Qing dynasty jade centerpiece Re MVE SE EET ER) 
艾 偷 及 西蒙 婚礼 蛋糕 ， 上 饰 清 代 象 首 EF 


My life with Alan was like a fairy tale from the moment we met. We had ”我 与 艾 偷 的 相知 相 许 於 我 而 言 狂 如 童话 ， 四 十 七 年 来 ， 我 们 的 手相 伴 
47 years filled with travel to Europe and Asia in search of wonderful ”和 游 历 欧 亚 ， 将 从 各 地 葛 猎 到 的 瑰 守 带 回 家 中 ， 过 其 中 有 印象 派 大 师 媳 


treasures to bring home to enjoy. Our life and our home were surrounded ” 作 、 亚 洲 古 芋 、 欧 洲 银 器 等 。 过 些 举世 奇 珍 由 锅 著 我 们 的 居所 和 精神 


4 


with glorious examples of Impressionist paintings, Asian art, and silver Ея, 281-818), to Se pS BAA ЫНА 
that we enjoyed living with and sharing with friends. 


ЖЕЕ, FRATRE DOE, ВЕРНЕР 346 NE, 
EE SE 


Since Alan passed away my life has changed. I realize that I cannot keep 
all these precious marvels to myself. Therefore, I have decided to share 
with others these wonderful objects so that they may enrich other lives 艾 偷 是 万 里 挑 一 的 ， ME SEERE, BE ETER 
as they did ours. mE Fach” FR, MAREA, ARK ! 


Alan was one in а million, and as one of our neighbors wrote to me, “Мо 
doubt Alan is reviewing the art in God's gallery.” I concur! 


一 西蒙 "ARS, 202346114 


-Simone Hartman, November 2023 
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1 
JOHN ATKINSON GRIMSHAW (1836-1893) 

Glasgow Docks 

signed and inscribed ‘Atkinson Grimshaw F13’ (lower right); signed and inscribed again (on the reverse) 
oil on canvas 

11 15/16 x 17 15/16 in (30.3 x 45.6 cm) 

Painted circa 1880s 


OD Br AR ES EIN (1836-1893) 

Cr hr Hr SISSE 
BA MAA: ‘Atkinson Grimshaw F13' (E F) ; BEA WSA (反面 ) 
油彩 dn 
11 15/16 x 17 15/16 Ж (30.3 x 45.6 公分 ) 
1255188024 


$120,000 - 180,000 
£99,000 - 150,000 
HK$940,000 - 1,400,000 


We are grateful to Alexander Robertson for his assistance in cataloguing this work. 
Provenance 
Richard Green Gallery, London, by 1971. 


M.S. Rau Antiques, New Orleans (acquired from the above on June 9, 2006). 
Acquired from the above by the present owner in 2008. 
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2 

HENRI DE TOULOUSE-LAUTREC (1864-1901) 
Princeteau dans son atelier 

oil on canvas 

28 3/4 x 21 1/4 in (73 x 54 cm) 

Painted in 1881 


FA + TE ° Т-К (1864-1901) 
(ET MEET) 

油彩 画布 

28 3/4 x 21 1/4 英 时 (73X54 SD) 

MEIN 8814 


$600,000 - 800,000 
£490,000 - 660,000 
HK$4,700,000 - 6,300,000 


Provenance 

Albert d’Amade Collection, Libourne, France. 

Wildenstein & Co. Inc., New York. 

Alex Maguy, Galerie de l'Elysée, Paris, no. 1201. 

Mrs. Paul Nathanson Oollection, New York; her sale, Sotheby Parke Bernet Inc., New York, May 17, 1979, lot 217. 
Acquired at the above sale by the present owner. 


Exhibited 

London, Wildenstein Gallery, The French Impressionists and Some of Their Contemporaries, April 24 — May 18, 1963, no. 
79 (titled ‘Portrait of René Princeteau’). 

New York, Wildenstein & Co. Inc., Toulouse-Lautrec, February 7 - March 14, 1964, no. 6. 

Chicago, The Art Institute of Chicago, Toulouse-Lautrec: Paintings, October 4 — December 2, 1979, no. 6. 

London, Hayward Gallery, Toulouse-Lautrec, October 10, 1991 — January 19, 1992, no. 8 (later traveled to Paris). 
Canberra, National Gallery of Australia, Toulouse-Lautrec: Paris and the Moulin Rouge, December 14, 2012 - April 2, 2013. 


Literature 

M.G. Dortu & P. Huisman, Lautrec by Lautrec, New York, 1964, p. 29 (illustrated). 

M.G. Dortu, Toulouse-Lautec et son oeuvre, vol. Il, New York, 1971, no. P. 131 (illustrated p. 61). 

G. Caproni & G.M. Sugana, L'opera completa di Toulouse-Lautrec, Milan, 1977, no. 116 (illustrated p. 95; dated 1882). 
J. Kinsman & S. Guégan, Toulouse-Lautrec: Paris and the Moulin Rouge, Canberra, 2013, p. 41 (illustrated). 


Preparatory drawing for the present work (Dortu number D.2082). 


18 | BoNHAMS 


THE АГАМ AND SIMONE HARTMAN COLLECTION | 19 


Rembrandt Harmensz уап Rijn, De kunstenaar їп ziin atelier (The Artist in His Studio), circa 1628, Museum of Fine Arts, Boston. 


Henri de Toulouse-Lautrec first became acquainted with Rene 
Princeteau, the subject of the present painting, at the age of seven, 
when the Toulouse-Lautrec family was staying at the Hötel Perey, 
located near Princeteau's studio. An accomplished painter of equestrian 
and military subjects-he had been commissioned to paint portraits 
of various Toulouse-Lautrec men on horseback-Princeteau would 
become a lifelong mentor and friend to Lautrec. The two bonded 
over a shared background and similar childhood circumstances; 
like Lautrec, Princeteau was born into a noble family, and both men 
experienced hardship living with disabilities. Princeteau was born deaf 
and mute, and Lautrec suffered with restricted mobility and lifelong 
pain from a terrible fracture in his leg as a child. Princeteau referred to 
Lautrec as 'le Petit and his 'studio fosterling'; even after his training 
under Princeteau ended, Lautrec referred to himself as 'your faithful 
pupil' in letters, indicating the enduring affection between the two. 


Lautrec received general instruction, particularly in drawing, at 


Princeteau's studio, most often by reproducing the artist’s works. 
Providing Lautrec with a variety of tasks surrounding the preparation and 
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research of his works, Princeteau declared "The young H. de Toulouse- 
Lautrec is working valiantly in my studio and has been making miraculous 
progress. He mimics me like a monkey" (René Princeteau quoted in 
J. Frey, Toulouse-Lautrec: A Life, New York, 1994, p. 118). Lautrec's 
mother, Adéle, wrote in a letter to his grandmother Gabrielle, "His great 
pleasure in the evening is to ask M. Princeteau to do drawings for him... 
He is stimulated by M. Princeteau, who...has had the kindness to draw 
him an album of sketches, each prettier than the last, and which make it 
a precious object to keep" (quoted in J. Frey, ibid., p. 56). Lautrec would 
so faithfully study and copy Princeteau's drawings that, in the words 
of French art critic Arséne Alexandre, "Only a certain hesitation and 
inexperience characterize the pupil's work, and sometimes one must 
look twice to determine which is which" (quoted in J. Frey, ibid., p. 118). 
It was because of Princeteau's influence that Lautrec fostered his innate 
talent, learned about artistic professionalism, and aspired to pursue his 
craft more seriously. Extending beyond the informal yet effective study 
of his youth, a seventeen-year-old Lautrec would move to Paris in 
1881 to study painting full-time, eventually landing a apprenticeship, on 
Princeteau's recommendation, under acclaimed portraitist Léon Bonnat. 


Henri Toulouse-Lautrec, Felix Plessis and Непё Princeteau, 1890. 


During a trip to Nice in 1881, Lautrec practiced caricature drawings 
in a Journal he kept, now published as the Cahier Zig-Zags. On return 
to Paris, Lautrec adapted a caricature of himself at the easel into 
drawings of Princeteau at his studio, which were later adapted into 
paintings like the present painting. Princeteau dans son atelier is one 
of two portraits Lautrec painted of Princeteau in 1881. In this painting, 
Lautrec focuses on portraying an artist amidst his creative process and 
surrounded by the things that make him happy. Princeteau has been 
carefully posed against the backdrop of his studio, with props in the 
background that allude to the artist's love of animals. To Princeteau's 
right is a tiny painting of a brown horse, perhaps unfinished given the 
bright white background of the canvas which catches the viewer's 
eye. Additionally, the artist appears to be playfully engaged with 
a mounted wolf's head. Despite the richness of the dark colors that 
dominate the canvas, the scene is light and whimsical, and highlights 
the close relationship between Lautrec and his mentor and friend. 
Additionally, the gangly rendering of Princeteau's form and his style 
of dress are reminiscent of the caricatural works of Honoré Daumier. 


Lautrecs use of loose and quick brushstrokes yields a lively 
composition, akin to the works of his mentor. This painting, such a 
unique addition to the Lautrec market, is a product of Lautrec's rigorous 
study of Princeteau’s work: “He already possessed his characteristic 
manner of drawing: energetic, though sometimes lacking in respect 
for reality. With its vigorous brushwork, his painting-like Princeteau's- 
was both brilliant and informed. Princeteau's teaching bore fruit: from 
now on, indeed, the pupil was to surpass his teacher" (quoted in 
Toulouse-Lautrec, exh. cat., London, 1991, p. 66). The brushwork and 
perspective used in the present lot, at the time only just developing, were 
eventually expanded and adapted into Toulouse-Lautrec's formal style. 


Although Lautrec moved away from the equestrian depictions of 
his youth in favor of bright, sometimes gritty and other times almost 
surreal, scenes of cabarets, dance halls, circuses and bars — i.e., the 
underbelly of the Parisian arts scene—he would hold on to the influence 
of Princeteau. Bearing this in mind, Princeteau dans son atelier serves 
as an ode to a formative figure in Lautrec's development as an artist. 
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3W 
A PAIR OF MAGNIFICENT FAMILLE VERTE DOUBLE 

GOURD VASES WITH ORMOLU BASES AND GILT 

BROWN LACQUER STANDS 

The porcelain Kangxi, the French gilt bronze mounts probably 19th 
century, the lacquer stands probably early 19th century 

The upper and lower gourd each lacquer with four equally spaced 
descending ruyi-shaped lappets decorated with dense scrolling peony 
tendrils painted in yellow and outlined in black on an apple-green 
ground and with reserve-decorated iron-red floral borders, divided at 
the central waist with a wide cell band with flowerhead cartouches with 
blue enamel surrounds, similarly painted at the neck, supported on 

a gilt ormolu base and further supported on a gilt and square brown 
lacquer stand with four tall cabriole legs on a narrow solid base and 
unusually configured with a pull-out drawer at the apron. 

26in (66cm) high of each vase; 

30in (76.3cm) high of each with ormolu base; 

33in (83.8cm) high and 23in (58.3cm) square the lacquer stands (4). 


$50,000 - 70,000 
£41,000 - 58,000 
HK$390,000 - 550,000 
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Collection d'Anciennes. Porcelaines 


de Chine er Pierres Durex 


Published 
Collection d'Anciennes Porcelaines de Chine et Pierres Dures, Paris, 
1912, p. 5, no. 1, pl. Il (one only illustrated) 


Exhibited 
Exposee a I' Hotel Astoria, Paris, 1912 


出 版 
Collection d’Anciennes Porcelaines de Chine et Pierres Dures, E 
BR, 1912Æ, 55, 158, FG (NHD rn — fb) 


EE 


巴黎 Exposee a |'Hotel Astoria, 19124 


A magnificent pair of famille verte triple-gourd vases from the E. J. 
Stokesbury Collection, Whitemarsh Hall, Chestnut Hill, Philadelphia 
and exhibited on loan at the Pennsylvania Museum of Art prior to 
1942, and later sold at Christie's New York, 21 September 2000, lot 
318, bear comparison with our double-gourd examples, and display 
a similar use of large ruyi-shaped lappets decorated on a green 
ground with flowerheads on the upper and lower gourds. The major 
difference being the use of a thick black outline that frames the lappets 
on the triple gourds. This same feature can be found on а six-piece 
famille verte garniture of smaller vases formerly in the famed Fonthill 
Heirlooms, that can also be favorably compared with our pair and 
which sold at Christie's New York, 19 September 2006, lot 326. 
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The present lot as illustrated in the Gorer catalog, 1912 


For another famille verte gourd-shaped vase of smaller size than our 
pair and formerly in the famed A. W. Bahr Collection and decorated 
on the lower gourd with a similar ruyi-shaped cloud collar with a floral 
green ground but with stylized lotus flowerheads and shou characters 
on the upper gourd, see Christie's New York, 25 March 2011, lot 
1719. See also a massive pair of blue and white and underglaze 
copper-re-decorated vases from a private American collection 

with very similar ruyi-shaped cloud collar motifs to both the upper 
and lower gourds, and similarly decorated with peony flowerhead 
decoration, which sold at Christie's New York, 13 April 2016, lot 13. 


Early in the reign of Kangxi, the emperor revitalized the porcelain kilns 
at Jingdezhen. In 1680 he established a commission to investigate 
the state of the industry and implemented changes that included 

the appointment of a highly capable and innovative Director of Kilns. 
Jingdezhen began to turn out high quality porcelains both for the 
Imperial household and for export to Europe. Vases of this size, and 


Some of even greater scale, were extremely difficult to fire successfully. 


The double-gourd form made the achievement even greater. Large 
double gourd vases from this period are recorded but the numbers 
are small. They can be found various European Collections including 
in Augustus the Strong Collection in Dresden; The RA Collection, 
London; and the collection of the National Museum of Decorative Arts 
in Madrid. 
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Lot 3, with mounts 


Double gourds were used in China to hold medicines and tonics, 
and the shape became closely associated with magic elixirs and 
symbolizes longevity in Chinese art. The Chinese word for gourd, 
hulu, a homophone for the word fulu, wealth and prosperity, conveys 
wishes for a good life. 


See the introduction to the Catalog Mounted Oriental Porcelain in 
the J. Paul Getty Museum, Oxford, 1983, introduction, pp. 1-3, for 
a short history of metal-mounted Chinese porcelains. The mounting 
of Chinese vessels in European metal mounts has a long history. 
The practice goes back to at least the Middle Ages, and pieces so 
mounted survive from the early renaissance. When in the second half 
of the seventeenth century Chinese art began to arrive in the West 
in considerable numbers, they continued to be mounted in precious 
or semi-precious metals. The height of gilt bronze mounting took 
place in Europe, most importantly in Paris, France in the middle of 
the eighteenth century between 1740 and 1760, with revivals in the 
nineteenth century, particularly so Under Napoléon Ill, and towards 
the third quarter of the 19th century (see also the footnote to lot 7 in 
this sale). 
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4w 
A MASSIVE MING BLUE AND WHITE JAR 

Jiajing six-character mark and of the period 

The globular jar with steep sides and gently rounded shoulder below 
a shallow waisted neck and short flattened cylindrical lip, painted in 
various attractive tones of cobalt blue with a wide register of leafy 
scrolling lotus to the lower two-thirds of the body and set between 

a dark band of layered petals at the foot and pendant jewelry to the 
rounded shoulder including conch shells, tassels, umbrellas, wheels, 
lozenges and rhino horns, the interior white glazed, the foot unglazed 
save for a central circle which bears the vertical six-character reign 
mark in underglaze blue. 

20 1/2in (52cm) high 


$40,000 - 60,000 
£49,000 - 66,000 
HK$470,000 - 630,000 
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Fig. 1 From the Collection of the Beijing Palace Museum, after Imperial Porcelains from the Reign of 
Jiajing, Longqing and Wanli in the Ming Dynasty: A Comparison of Porcelain from the Imperial Kiln Site at 
Jingdezhen and Imperial Collection of the Palace Museum, Vol. I, Beijing, 2018 


Compare the very similar Jiajing-marked blue and white jar in the 
collection of the Shanghai Museum, illustrated by Wang Qingzheng 
and Fan Jirong (eds.), Selected Ceramics from the Collection of Mr. & 
Mrs. J. M. Hu, Shanghai, 1989, p. 55, no. 22. (Fig. 2) 


Compare the massive blue and white jar of spherical form, with the 
same 'pendant jewels and scrolling lotus' design and with an unglazed 
base and a Jiajing six-character mark at the center, in the collection 

of the Beijing Palace Museum, illustrated in /mperial Porcelains from 
the Reign of Jiajing, Longqing and Wanli in the Ming Dynasty: A 
Comparison of Porcelain from the Imperial Kiln Site at Jingdezhen and 
Imperial Collection of the Palace Museum, Vol. |, Beijing, 2018, pp. 50- 
51, no. 10. (Fig. 1) 


For a much smaller lotus jar (14 inches high), see Sotheby's London, 4 
November 2009, lot 78, where the band of jewelry around the neck is 
contained within a thinner band at the shoulder and with smaller lotus 
flowerheads to the body. 


28 | BONHAMS 


Fig. 2 From the collection of the Shanghai Museum, after Wang and Fan (eds.), Selected Ceramics 
from the Collection of Mr. & Mrs. J. M. Hu, Shanghai, 1989 


Sir Harry Garner in Oriental Blue and White, London, 1954, notes, 
regarding media and subject matter in Jiajing marked ceramics, that 
the blue and white of the reign of Jiajing had always been prized for 
the brilliance of its blue decoration. In spite of the use of imported 
cobalt (‘Mohammedan blue’) in the earlier Ming reigns, the potters 
were rarely able to avoid a touch of greyness in the blue. In the reign of 
Jiajing the potters succeeded partly by the use of indigenous cobalt, 
(hui blue from Yunnan), according to the scant records available, and 
partly no doubt by the improved methods of purifying the cobalt ore, 
in getting the brilliant dark purplish blue which is regarded as typical of 
this period. See also He Li, Chinese Ceramics: A New Comprehensive 
Survey, New York, 1996, pp. 211-212. 


THE ALAN AND SIMONE HARTMAN COLLECTION | 29 


5 

GUSTAVE CAILLEBOTTE (1848-1894) 

Portraits dans un interieur 

signed and dated “С. Caillebotte 1877’ (lower right) 
oil on canvas 

18 3/16 x 22 1/16 in (46.2 x 56 cm) 

Painted in 1877 


ВТЕ. FAR (1848-1894) 
(EAN HÊ) 
签名 及 日 期 :'G. Caillebotte 1877’ (& F) 
RA Eg AH 
18 3/16 x 22 1/16 英 时 (46.2 x 56 4)) 
MENN 8774 


$700,000 - 1,000,000 
£580,000 - 820,000 
HK$5,500,000 - 7,800,000 


The authenticity of this work has been confirmed by the Comité Caillebotte. 


Provenance 

Henri Cordier Collection, Paris (a gift from the artist). 

Pauline K. Cave Collection, New York, by 1977; her Estate sale, Sotheby's, New York, November 
16, 1984, lot 12. 

Acquired at the above sale by the present owner. 


Exhibited 

Paris, 3e Exposition Impressionniste, April 1877, no. 5 (titled ‘Portraits’). 

Houston, The Museum of Fine Arts & New York, The Brooklyn Museum, Gustave Caillebotte: A 
Retrospective Exhibition, October 1976 - April 1977, no. 31 

(titled ‘Madame Godard et Madame Davoye’). 

Memphis, Dixon Gallery and Gardens, Impressionists in 1877, December 4, 1977 — January 8, 
1978, no. 3 (titled ‘Madame Godard et Madame Davoye’). 

Washington, D.C., National Gallery of Art & San Francisco, The Fine Arts Museums of San 
Francisco, M.H. de Young Memorial Museum, The New Painting, Impressionism, 1874-1886, 
January 17 - July 6, 1986, no. 40. 

London, Royal Academy of Arts, The Unknown Impressionist, March 28 — June 23, 1996, no. 21. 


Literature 

M. Berhaut, 'Catalogue des peintures et pastels,' in Gustave Caillebotte, exh. cat., Paris, 1951, 
no. 32 (titled ‘Portraits, Mmes Godard et Davoye’). 

M. Berhaut, Caillebotte l'impressionniste, Lausanne, 1968, pl. 6 (illustrated p. 15). 

M. Berhaut, ‘Gustave Caillebotte et le réalisme impressionniste' in L’Oeil, Lausanne, November 
1977, p. 48 (illustrated; titled ‘La Couture’). 

M. Berhaut, Caillebotte: Sa vie et son oeuvre, catalogue raisonné des peintures et pastels, Paris, 
1978, no. 54 (illustrated p. 100). 

M. Berhaut & S. Pietri, Gustave Caillebotte, catalogue raisonné des peintures et pastels, Paris, 
1994, no. 62 (illustrated p. 96). 

S. Guégan, Caillebotte, peintre des extrémes, Paris, 2021, no. 147 (illustrated p. 220). 
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Gustave Caillebotte, Portraits à la campagne, 1876, Musée d'Art et d'Histoire Baron Gérard, Bayeux. 


Gustave Caillebotte first exhibited with the Impressionist circle in the 
Second Impressionist Exhibition of 1876, a debut that would quickly 
establish himselfasanindispensablefigure inthe Impressionist movement, 
both artistically and financially. He was first introduced to the group 
through Edgar Degas after publishing a positive review of their inaugural 
exhibition of 1874. However, after his participation in the exhibition of 
1876, Caillebotte remained a loyal, eager member of the group and 
was a moving force behind subsequent Impressionist exhibitions, using 
the wealth and connections of his bourgeois upbringing to promote 
their artistic movement. The present painting, Portraits dans un intérior, 
was included in the 1877 Third Impressionist Exhibition, Caillebotte's 
second showing with the group. Writing about the exhibition, Emile Zola 
declared "...| would single out M. Caillebotte, a painter of great courage 
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who does not flinch from life-size subjects... When his talent has matured 
a little M. Caillebotte will certainly be among the bolder members of the 
group" (quoted in M. Berhaut, The Impressionist, Lausanne, 1968, p. 5). 
Portraits dans un intérior was gifted by the artist to its first owner 
Henri Cordier, a specialist on Chinese affairs and Professor at the 
School of Oriental Languages in Paris. Though it is not known how 
Caillebotte and Cordier came to officially meet, Caillebotte painted a 
portrait of Cordier in 1883 that currently hangs in the collection of the 
Musée d'Orsay in Paris. As Caillebotte did not need to financially rely 
on his art, he did not accept commissions for portraits as many of his 
contemporaries did. Consequently, it is clear that the portrait and gifted 
painting were borne out of a kinship between the artist and Cordier. 


Gustave Caillebotte, L'Homme au balcon, Boulevard Haussman, 1880, Private Collection. 


Caillebotte's portraits are intimate glimpses into the households of 
the bourgeois, iterations of the activities of everyday life. He engages 
intimately with familiar subjects, translating his observable world 
to canvas, which is evident in the present painting. The quiet scene 
features two friends of the Caillebotte family, Madame Godard and 
Madame Davey, in the drawing room of their residence on the rue de 
Miromesnil in Paris. The younger woman in the background is engrossed 
in embroidering a segment of tapestry, while a thin silver line stretches 
from the lap of the older woman in the foreground settling in a ball of 
yarn on the carpet. Neither woman seems to engage with the other, 
preferring instead to focus on the tasks at hand. The interior is illuminated 
with a gray light by a window in the left half of the composition, lending 
a somber, melancholy quality to the scene which is aided by the rich 


red curtains and the dark-colored dresses both women wear. A vibrant, 
exotic plant sits on the window, drawing the viewer's focus momentarily 
to the complementary splash of green. Caillebotte's unique approach to 
composition and perspective is on full display here; an unoccupied chair 
sits in the lower left corner and is truncated by the edge of the canvas. 
As a result, the viewer feels as if they are crouching in the corner of the 
room, or perhaps just entering, and observing this quiet scene. The 
Scene is a celebration of the mundane, of quiet leisure. 
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Gustave Caillebotte, Interieur, Femme à la fenétre, 1880, 
Private Collection. 


KR. 


Gustave Caillebotte, Henri Cordier, 1883, Mus&e d'Orsay, Paris. 
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In the catalogue for the 1976 Retrospective Exhibition of Gustave 
Caillebotte at The Museum of Fine Arts Houston and The Brooklyn 
Museum, Thomas P. Lee writes on the painting: 


“Аз a landmark in Caillebotte's oeuvre, it is of the 
utmost importance, as it sums up an entire series of 
women in interior scenes... In isolation, the present 

painting has an anecdotal charm and appeal. The 
ball of yarn on the floor needs only a cat toying with 
it to complete the scene. The various incidences of 

decoration - or lack of them - are sensitively rendered 
by the treatment of light under Caillebotte's brush. 
When seen with Caillebotte's other paintings... from 
1877, [this painting] emerges as a challenge, albeit rather 
silent and benign, to the identity of urban life" 


(quoted in T. Lee, Gustave Caillebotte: A Retrospective Exhibition, 
1976, Houston & New York, p. 119). 


The placement of the two women beside the window, as well as 
the square framing of the crown molding, evoke the clean geometry 
of paintings by Johannes Vermeer and Gabriel Metsu. The presence 
of light seeping into a dim interior is suggestive of the outside world, 
heightening the contrast between interior and exterior, light and 
dark. Compared to other portraits made by Caillebotte in 1877, 
Portraits dans un intérior more overtly explores playing with light 
as it filters through a window into a dim interior, an effect which the 
artist expanded upon further in the years after creating this work. 


The presence of Caillebotte's paintings would prove pivotal in regard 
to public perception of the Impressionists in the 1870s. French novelist 
and art critic Edmond Duranty, an early proponent of Impressionism, 
penned the first critical publication on Impressionism, a thirty-eight- 
page pamphlet on the Second Impressionist Exhibition in 1876, titled 
La nouvelle peinture: A propos du groupe d'artistes qui expose dans 
les Galeries Durand-Ruel. Caillbotte's sense of naturalism was of 
particular appeal to Duranty, which he believed eschewed "the partition 
separating the studio from everyday life ... It was necessary to make the 
painter leave his sky-lighted cell, his cloister where he was in contact 
with the sky alone, and to bring him out among men, into the world" 
(quoted in ‘La nouvelle peinture' in L. Nochlin (ed.), Impressionism and 
Post-Impressionism, 1874-1904: Sources and Documents, Englewood 
Cliffs, 1966, p. 5). Portraits dans un intérior situates Caillebotte in 
conversation with his subjects, highlighting his personal relationship with 
them, and reminds viewers of his talent with interior scenes. Here, such 
a scene is rendered delicate with an attention to detail rivaled only by the 
compelling calmness of a quiet interaction. 
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PAUL SIGNAC (1863-1935) 

Sisteron 

Signed and dated '1902- P. Signac’ (lower right) 
oil on canvas 

35 1/4 x 45 7/8 in (89.5 x 116.5 cm) 

Painted in 1902 


TRE 席 涅 克 (1863-1935) 

《 西 斯 特 隆 小 镇 》 

签名 及 日 期 : 1902- P. Signac’ ( 右 下 ) 
1 * ze AH 
35 1/4 x 45 7/8 ЎЧ (89.5 x 116.5 公分 ) 
EJA 902Æ 


~ 


$4,000,000 - 6,000,000 
£3,300,000 - 4,900,000 
HK$31,000,000 - 47,000,000 


Provenance 

Alfred Wolff Collection, Munich, by 1912. 

A. Metthey Collection, by 1929. 

Bernheim-Jeune, Paris, by 1930. 

Maurice Segoura Collection, Paris, by 1974. 
Galerie Les Tourettes, Basel, by 1974. 

Sale: Sotheby’s, New York, May 21, 1981, lot 539. 
Acquired at the above sale by the present owner. 


Exhibited 
Paris, Société des Artistes Indépendants, 19e Exposition des artistes indépendants grandes serres de la Ville 
de Paris, March 20 - April 25, 1903, no. 2240. 

Weimar, Musée Grand-Ducal, Deutsche und franzósische Impressionisten und Neo-Impressionisten, August 
1903, no. 69 (titled ‘Ansicht von Sisteron’). 

Krefeld, Kaiser Wilhelm Museum, Der Franzósische Impressionismus, February 1904, no. 26 (titled 'Ansicht 
von Sisteron’). 

Paris, Galerie Druet, Exposition Paul Signac, December 13-31, 1904, no. 20. 

Cologne, Städtische Ausstellungshalle, Internationale Kunstausstellung des Sonderbundes Westdeutscher 
Kunstfreunde und Künstler zu Köln, May 25 – September 30, 1912, по. 195 (dated 1905). 

Paris, Bernheim-Jeune, Exposition Paul Signac, May 19-30, 1930, no. 21. 

Paris, Grand Palais, 47eme Exposition de la Société des Artistes Indépendants, Exposition posthume de Paul 
Signac, February 7 - March 8, 1936, no. 3054. 

Amsterdam, The Van Gogh Museum, Signac 1863-1935: Master Neo-Impressionist, June - December 2001, 
no. 109 (later traveled to The Metropolitan Museum of Art, New York). 
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Laertes, La Dépéche de Toulouse, March 26, 1903, p. 2. 

Pip, 'Carnet de Paris’ in La Nouvelle Revue, March - April 1903, p. 419. 
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G. Kahn, Le Journal du dimanche, April 29, 1903. 

Н. Cochin, ‘Quelques Réflexions sur les Salons’ in Gazette des Beaux-Arts, June 1, 1903, p. 457 (preliminary 
drawing illustrated). 
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exh. cat., New York, 2001, no. 109 (illustrated p. 231). 
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Paul Signac, Concarneau. Calme du soir, 1891, The Metropolitan Museum of Art, New York. 


Painted in 1902, Sisteron is а rare and radiant masterpiece from the 
mature period of Paul Signac's career. Born in Paris in 1863 into a family 
who ran a chain of saddler's shops, Signac initially studied architecture. 
However, upon seeing a solo exhibition of Claude Monet on the 
premises of the review journal, La Vie moderne, the 18 year-old decided 
to change course and study painting. "What was it that made me start 
painting? It was Monet,” he said late in life. “The thing that attracted 
me to this artist was the revolutionary nature of his work" (Paul Signac 
quoted in M. Bocquillon-Ferretti, Signac, Reflections on Water, 

exh. cat., Lugano, 2016, p. 11). 


Early in his career, Signac's art showed the influence ofthe Impressionists: 
not just Monet, but also Edouard Manet and Edgar Degas. He was 
largely self-taught and never joined an academy or school of fine arts. 
He preferred instead to indulge in self-taught lessons, painting en plein 
air along the River Seine and on the northern coast of France. It was 
during this time — the early 1880s - that he discovered his passion 

for sailing and the water, a passion that would materialize in imagery 
throughout his career, Sisteron being a fine example. 


In 1884, Signac helped form the Société des Artistes Indépendants, 
an association that would launch an annual exhibition known as the 
Salon des Indépendants, intended for artists dissatisfied with the rigidly 
conservative submission policy of the official Salon. Georges Seurat, 
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who was four years his senior, was part of the association too, and 
would become a friend and close collaborator of Signac's in the years 
ahead. Together, the two men were united in a desire to explore fresh 
ways of painting, believing that a rational order should be imposed 
on the Impressionists' rather haphazard pictorial impressions of color 
and light. In 1886, the art critic Félix Fénéon coined the term 'Neo- 
Impressionism' when he first came across paintings in the new style by 
Signac, Seurat, and the two Pissarros - the father and son, Camille and 
Lucien (the former a leading erstwhile Impressionist). 


The art historian Robert L. Herbert provided the following explanation 
of the style: "These artists exhibited works in bright colors laid down 
in tiny and systematic dabs of paint. Their paintings breathed a spirit 
of clear order, firm decision, scientific logic, and a startling definiteness 
of structure that constituted an open challenge to the instinctive art 
of the Impressionists of the previous decade. The most conspicuous 
act of defiance was their mechanical brushwork, which deliberately 
suppressed the personality of the artist and so flouted the individualism 
dear to the Impressionists" (quoted in Neo-Impressionism, Princeton, 
1968, p. 15). 


The artists were inspired in part by recent theories on optics and color 
perception by the likes of the chemist, Michel-Eugéne Chevreul, whose 
book De la loi du contraste simultanée des couleurs ('On the Law of the 
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Paul Signac, Castellane, 1902, Private Collection. 


"The painter has played on his keyboard of colors in the same way that acomposer 


handles the diverse instruments to orchestrate a symphony." 


- Paul Signac 


Simultaneous Contrast of Colors’) had been published in 1839. At the 
core of their practice was the principle of hue separation. The painter 
was to eschew the mixing of colors on his/her palette — and instead 
apply small strokes of pure color to the canvas, which the viewer's 
retina would combine at a distance. This was believed to increase 
chromatic intensity, and the result would be pictures that achieved an 
unprecedented brilliance of tone. 


Perhaps the most celebrated Neo-Impressionist painting is Seurat's Un 
dimanche après-midi à l'ile de la Grande Jatte (‘A Sunday Afternoon on 
the Island of La Grande Jatte,’ 1884-86) which today forms part of the 
collection of the Art Institute of Chicago. Signac incorporated dots of 
unmixed color in a similar stippling effect within his own compositions: 
fastidiously building up canvases through delicate touches of 
pigment and exploring the effects of light through a dazzling play of 
complementary and contrasting hues (such a technique is often referred 
to as Pointillist, but Signac rejected that label). 


Seurat passed away in 1891, aged 31, leaving Signac to take on the role 
as the solitary torchbearer for Neo-Impressionism. Roughly a year after 
his friend's death, seeking to put some distance between himself and 
the Paris art scene, Signac set sail from Brittany on a boat he owned, 
bound for the south of France. By chance, he discovered the tiny fishing 
port of St. Tropez in the Cóte d'Azur, which was then anything but the 
chic tourist hotspot it has since become. 
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The place was a revelation to him, Signac writing in a letter to his 
mother shortly after starting his stay: “1 am awash with joy... Before 
the golden shores of the bay, blue waves finish their course on 
a small beach... | have everything | need to work with for my whole 
life" (quoted in M. Ferretti-Bocquillon et al. (eds.), Signac 1863- 
1935: Master Neo-Impressionist, exh. cat., New York, 2001, p. 172). 
In subsequent years, he would take myriad trips to St. Tropez, typically 
in summer and often for several months at a time. In 1897 he even 
bought a villa there called La Hune. Somewhat like his late friend, 
Vincent van Gogh - whom he had met and occasionally painted with on 
the Seine, when the Dutchman lived in Paris — Signac came to regard 
the south of France as the perfect location for a utopian society of the 
future. He made this explicit in the vast mural he painted in the mid- 
1890s, Au Temps d'Harmonie: L'áge d'or n'est pas dans le passé, il 
est dans l'avenir (‘In the Time of Harmony: The Golden Age has not 
Passed, It is Stillto Come’), today found in the town hall of Montreuil just 
outside Paris. It depicts a sunlit arcadia by the Mediterranean coast, in 
which men, women and children strike a harmonious balance between 
work and leisure. They play boules, pick figs, read, paint, swim and 
dance - with not a hint of the industrialization that, in Signac's time, was 
characterizing life and landscapes in the north of France. 


Generally, however, Signac avoided setting out explicit political messages 
in his art. As he wrote in an essay in the radical journal La Révolte in 1891, 
painters who innovated and pushed their medium forward would, in their 
ownway,deal"aforcefulblowofapickaxetotheantiquatedsocialstructure. " 


FYR Ke nuu 一 


Letter from Paul Signac to Henri Edmond Cross, later dated November 8, 1902, 
which includes an illustration of the preparatory drawings of Castellane (left) and Sisteron (right). 


A large part of Signac's attraction to the Cóte d'Azur was the brilliant 
Mediterranean light. Its no exaggeration to say that this helped 
reinvigorate him artistically. The port and village of St. Tropez provided 
a constant source of subject matter. He was also known to travel to 
rural spots inland, typically sketching watercolors from nature in situ. 
He would later use these sketches as the basis for large, carefully 
composed canvases, painted when he was back in his studio at La Hune. 


Such was the case in 1902 when in the first week of November, 
Signac undertook a five-day cycling tour. He passed through the 
communes of Frejus, Draguignan, Castellane, Digne, Sisteron, 
Manosque, Peyrolles, Rians, Barjols and La Garde Freinet. Upon 
finishing the trip, he wrote a letter to his friend and fellow Neo- 
Impressionist, Henri-Edmond Cross, saying that he had executed 
"some 20 watercolors. That's six a day! In the evening, I was bushed.” 


Two of the oil paintings that he went on to execute in his studio were 
Sisteron and its companion piece Castellane (private collection). Each 
depicts an ancient riverside town in the Alpes-de-Haute-Provence 
department. 


Sisteron is situated in a narrow gorge on the River Durance and has 
come, over the centuries, to acquire the nickname of ‘the Gateway 
to Provence.' In Signac's rendering, the rocky landscape is bathed in 
autumnal light, the scene consisting of two cliffs connected by a bridge, 
under which the river flows. Located on the cliff on the left are both the 


Henri Edmond Cross, Ponte Moro, Rio Grimani (Venise), 1903-04, 
Private Collection. 
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George Seurat, Portrait de Paul Signac, 1890, Private Collection. 


town of Sisteron — at low altitude — and a citadel perched high above it, 
500 meters up. In the foreground, a shepherd lends the scene a bucolic 
character, as well as a sense of scale. 


The visual drama ofthe sun setting over the gorge is offset by the tranquility 
of the river, the current of which can be seen rippling gently towards the 
bridge. Signac reveals his mastery at the gradation of colors, from warm 
ones to cool ones and back again, depending on the amount of sunlight 
hitting a given area. The dominant violet tonality — like the dark blue for 
the river — marks large parts of the scene in shadow. This contrasts with 
the golden hues of the elements on the periphery, illuminated as they are 
by the late-afternoon sun: namely the citadel, the peak of the cliff on the 
right, and the sandy terrain in the foreground. There's a similarly warm 
note to the tall fiery-red trees on the left, by the Durance's banks. The 
Sky, meanwhile, framed by the local geography into a shape akin to an 
inverted triangle, adds light to the composition, fading almost to white. 


In many ways, Sisteron is in keeping with the Neo-Impressionist 
paintings from earlier in Signac's career. The entire surface consists of 
a rich interplay of pure, patterned colors. However, as he increasingly 
came to do in the years after Seurat's death and after his acquaintance 
with the south of France, Signac made a subtle move towards the 
simplification of his compositional content in this work — and a subtle 
move away from naturalism — in a bid to heighten the color effects. 
From the latter part of the 1890s onwards, he began placing a greater 
emphasis on the decorative function of his art than the descriptive. As he 
explained in a letter to Cross, "simplification of the elements leads you to 
more color" (quoted in M. Ferretti-Bocquillon et al. (eds.), op. cit., p. 15). 
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Such simplification was achieved via a less methodical application of 
paint than in Neo-Impressionism's early days. Signac's brushstrokes 
grew slightly looser and larger, now resembling irregular blocks 
more than dots. As much as the transcription of an actual 
landscape, Sisteron amounts to a harmonious conglomeration 
of brushstrokes shimmering their way across the picture surface. 


The finished canvas is the result of painstaking chromatic orchestration. 
Given the rigors of his painterly process, Signac was never a prolific 
artist. The catalogue raisonné of his works lists Sisteron as one of only 
nine oil paintings he produced in 1902. It represents an artist at the peak 
of his creative powers. 


Sisley set out a manifesto for his movement in a treatise called D'Eugéne 
Delacroix au néo-impressionnisme, which explained it as a key stage in 
the evolution of French painting, from Eugene Delacroix's emergence 
in the early-19th Century through to the time of writing at the turn of 
the 20th Century. The text was published in serial form in 1898, and 
then in book form a year later. The critic Guillaume Apollinaire claimed 
that it marked “ап important date in the history of contemporary art." 


Three keen early readers were Henri Matisse, André Derain and Maurice 
de Vlaminck, all of whom went to stay with Signac in St. Tropez in the 
summer of 1904. Signac's application of pure brilliant color proved a 
major influence on the trio, who before long made their names as the 
spearheads of the Fauvist movement. “His work opened up dazzling 
possibilities," wrote Matisse's biographer Hilary Spurling of Signac's 
influence on her subject (quoted in The Unknown Matisse, New York, 1998, 


ОЕ DP sess APT. RE ER 


Georges Seurat, Paysage marine a Port-en-Bessin, Normandie, 1888, The National Gallery of Art, Washington, D.C. 


p. 282). It was at La Hune, in fact, that Matisse painted his proto-Fauve 
masterpiece, Luxe, alme et volupté —the picture was immediately bought 
by Signac, and is today part of the Musee d'Orsay's collection in Paris. 


GALERIE DRUET ч 
Tera, Faubourg Saint-Mont rig | 


D’Eugene Delacroix аи n&o-impressionnisme was translated into 
German in 1903, the same year that Sisteron was exhibited for the 
first time: in Paris in the 19th edition of the Salon des Indépendants. 
The painting was subsequently shown in Weimar and Krefeld, in two 
early exhibitions of Neo-Impressionism in Germany, and also in 1904 
at a solo show of Signac's at Galerie Druet in Paris. Eight years later, 
Sisteron was among the artists works included in the celebrated 
Sonderbund exhibition in Cologne, which showcased the best of 
modern art from across Europe. Like Vincent van Gogh, Edvard Munch, 
and Paul Gauguin, Signac was given the honor of a monographic room. 


By that point, the painting was in the collection of its first owner, Dr. 
Alfred Wolff of Munich, a board member of Deutsche Bank and an 
eminent collector of modernist art. Its list of distinguished subsequent 
owners includes Maurice Segoura = one of Paris's most prestigious Cover of the Paul Signac exhibition catalogue at Galerie Druet, Paris, 1904. 
antiques dealers. The present owners, who acquired the work in 1981, 

lent it to the Metropolitan Museum of Art in New York for Signac 1863- 

1935: Master Neo-Impressionist, the first major retrospective on the 

artist in over forty years. This long-overdue tribute to Signac's power of 

expression traced the artist's development from the luminous plein-air 

paintings he made in the early 1880s to the scintillating works of his 

maturity, where the rigors of pointillist style give way to richly patterned, 

mosaic-like surfaces of color. 
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A PAIR OF FINE ORMOLU AND PORPHYRY-MOUNTED CELADON-GLAZED 
GARDEN SEATS WITH UNICORN BEASTS ATOP 

The garden seats probably Kangxi, the unicorn beasts Qianlong, the French mounts 
probably first half 19th century 

The slender barrel-form seats molded below the rims and above the feet with a wide 
band of raised bosses, all under a soft celadon green glaze and mounted around their 
centers with a very finely cast ormolu with two large lion masks forming pseudo-handles 
and divided by lion-skin swags with hanging paws, the seats mounted below with a 
purple porphyry shaped-circular base with four ormolu female-headed sphinxes. 

33 3/4in (85. 7cm) overall high of each (2). 


$20,000 - 30,000 
£25,000 - 41,000 
HK$230,000 - 390,000 


KARRIERE VERE GE ok 2S HIL ERO] 


These magnificent gilt-bronze mounted garden seats reflect the 18th century trend in 
Paris, when clever and highly creative marchands-merciers such as Lazare Duvaux 
saw the opportunity of embellishing finely-modeled Chinese figures and vessels by 
dressing them up with the most precious bronzes d'ameublement designed by famous 
ornemanistes while the marchands-merciers coordinated the production by the best 
bronziers-ciseleurs-doreurs of the time such as Caffieri and Gouthiére. 


The mid-18th century marchands-merciers, often called 'sellers of everything, makers of 
nothing' were indeed authorized to enhance and embellish existing works of art, and the 
request was endless. The increasing trade with China and Japan during the second half 
of the 17th century translated by the growing fascination of anything in 'Chinoiserie' style 
which gradually shaped the taste of decorative interiors not only in France but all over 
Europe and beyond. The most fascinating creations were produced in the 1770's and 
1780's and ended up in Royal Houses and in the most prestigious collections. 
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Towards the second half of the 19th century, a revival for the style of 
the Ancien Regime surged їп Paris. Under Napoleon Ill, and towards 
the third quarter of the 19th century, there was suddenly a new 
demand for these incredible mounted pieces. The celebrated bronzier 
Henry Dasson (d.1896) was for example specialized in reproducing 

a wide range of furniture and objets d'art of the highest quality in the 
Louis XIV, Louis XV and Louis XVI style. Interestingly, the 1894 sale of 
his remaining stock included no less than thirty-one lots of ormolu- 
mounted Celadon Gris, Celadon Vert d'eau and Celadon Turquoise 
Truité, signifying that the combination of oriental porcelain and 
particularly celadon with contemporary mounts, much in the tradition 
of the 18th century marchands-merciers was still a very important 
element of Dasson's oeuvre and production. 


Our celadon garden stools reinterpreted in uniquely highly decorative 
objets d'art, include great quality mounts as draped fabric to the 

top, powerful lion masks and pelts after Hercules Nemean lion, and 
very reminiscent of the almost identical Jean Dulac designed ormolu 
mounts for his popular Sévres vases-cloches, of which a celebrated 
example sold from the Marquess Cholmondeley Collection, Houghton 
sale, Christie's London, 8 December 1994, lot 83, while the sphinx- 
modeled bases of our decorative objects, on magnificent porphyry 
socles are more reminiscent of the Louis XIV style bases for early 
ormolu girandoles. 


For a pair of almost identical ceramic models of similar fantastical 
beasts (that surmount our stools), though of slightly varying glaze 
colors, see Christie’s New York, 20-21 March 1997, lot 419, and 
formerly in the Wrightsman Collection, and also another pair, also 
dated to the Qianlong period, see Sotheby’s London, 10-13 May 
1988, lot 183. 


gw 
A LARGE YELLOW, GREEN, TURQUOISE AND 
AUBERGINE-GLAZED STANDING OFFICIAL 

Ming Dynasty 

Wearing green-edged full-length yellow robes that are tied 

at his waist with a belt and an aubergine-glazed apron, his 
hands held together at his chest, as he looks slightly to one 
side, his skin tones straw glazed and wearing a turquoise and 
black-glazed cap tied in asymmetric folds, lightly accented 
aubergine glaze for the moustache and beard, his cloud- 
lappet-molded shoes extending under his robe hem and all 
supported on a rectangular green-glazed base. 

32 1/4in (82cm) high 


$8,000 - 12,000 
£6,600 - 9,900 
HK$63,000 - 94,000 


Hj 大 件 三 彩 文官 立 像 


The closest equivalent large-scale standing glazed Ming 
figure appears to be an example in the British Museum, that 
is illustrated by Jessica Harrison-Hall, Ming Ceramics in the 
British Museum, London, 2001, pp. 542-543, fig. 19:4. Of 
larger size (148cm high), it depicts awoman, an assistant to 
one of the Judges or Kings of the Buddhist 'Hell', holding a 
book above her waistline and dressed in voluminous robes of 
predominately green and aubergine glazes. 
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Our figure, can also be favorably compared to a known group of very 
Similar large-size seated glazed stoneware figures of officials that 

have appeared at auction several times over the past years, since first 
appearing as a group of seven such figures when sold by Sotheby 
Parke Bernet as part of the Louise C. Morgan collection and offered 
on site at the Morgan home, Salutation, West Island, Glen Cove, New 
York, 29 May 1974, lots 76-78 and lots 124-127. Two of these figures, 
were offered again at Sotheby's New York, 4 June 1986, lots 127 and 
128 and yet two more were sold as a pair at Christie's New York, 2 
December 1993, lot 276, and another single example was sold in the 
same rooms, 20 September 2001, lot 322. One other example from 
the Helliot Collection in Paris was sold at Christie's New York, 25 June 
1983, lot 136. 
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The facial features of the Morgan group bear a striking resemblance 
to those on our figure, as does the use of predominately green and 
mustard-yellow glazed robes with aubergine trims and under-robes, 
though reversed in the case of our standing figure. In all cases the 
skin tones are also depicted in a straw glaze. The eyebrows, pupils 
and facial hair are also delicately highlighted with aubergine touches 
and all are modeled with idiosyncratic bags under the eyes, adding 

an unusual naturalistic quality. Most of the figures, like ours have 

small areas of turquoise glaze, that highlight certain features, in our 
example, the folded silk cloth that forms part of the officials cap. The 
hands on our figure are clasped together at chest level, in a very similar 
fashion to those on the seated example sold at Christie's New York, 
20 September 2001, lot 322 (J. Pierpont Morgan Collection in addition 
to the Louise Morgan Collection as listed above). The modeling of the 
applied-decoration belt plaques on our figure is also mirrored in many 
of the seated figures. 
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MAXIMILIEN LUCE (1858-1941) 

Lagny, La Marne et le Pont de Fer 

signed and dated ‘Luce 90’ (lower right) 

oil on paper laid down on panel, in the shape of a fan 
10 11/16 x 23 7/16 in (27.2 x 59.6 cm) (image size) 
11 7/16 x 26 3/8 in (29.1 x 67 cm) (support size) 
Painted in 1890 


By KAZ: BU (1858-1941) 
«hie, BS qur FRE) 

签名 及 日 期 : ‘Luce 90’ (Ж F) 

油彩 纸 上 BORN SE FR 

10 11/16 x 23 7/16 英 时 (27.2 x 59.6 SD) (ERT) 

11 7/16 x 26 3/8 英 时 (29.1 x 67 AD) SER 4) 

/Ejj18904F. 


n 


$200,000 - 300,000 
£160,000 - 250,000 
HK$1,600,000 - 2,300,000 


Provenance 

(possibly) Redfern Gallery, London, by 1950. 

Mrs. Dundas Oollection; her sale, Sotheby's, London, November 24, 1964, lot 68. 
Hammer Galleries, New York (acquired at the above sale). 

Stephen Hahn Gallery, New York. 

Sale: Sotheby Parke Bernet South Africa, Johannesburg, March 4, 1975, lot 16. 
Acquired at the above sale by the present owner. 


Exhibited 
(possibly) London, Redfern Gallery, Pointillists and their Period, November 2 - December 
2, 1950, no. 23 (titled ‘Le pont’). 


Literature 


D. Bazetoux, Maximilien Luce: Catalogue raisonné de l'oeuvre peint, vol. Il, Paris, 1986, 
no. 498 (illustrated p. 125). 
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HENRI-EDMOND CROSS (1856-1910) 
L’Enfant au tablier blanc 

signed ‘HE Cross’ (lower right) 

oil on canvas laid down on board 

16 1/8 x 13 in (41 x 33 cm) 

Painted circa 1902-1905 


FRE RZ Hor (1856-1910) 
《穿着 白色 围裙 的 孩童 》 

ЖА: ‘HE Cross’ ( 右 下 ) 

油彩 їн 楼 于 画板 

16 1/8 x 13 英 时 (41x33 公分 ) 

/Ej^1902-19054E ÆR 


$100,000 - 150,000 
£82,000 - 120,000 
HK$780,000 - 1,200,000 


Provenance 

(possibly) Galerie Druet, Paris (acquired from the artist). 

Oscar Ghez Collection, Geneva, by 1964; his sale, Versailles, Hötel 
Rameau, October 24, 1976, lot 65. 

Petit Palais Collection, Geneva, by 1980. 

Whitford & Hughes Ltd., London, no. 5007, by 1984; their sale, 
Sotheby's, London, June 26, 1985, lot 153. 

Acquired at the above sale by the present owner. 


Exhibited 

Turin, Galleria civica d'arte moderna, 80 Pittori da Renoir à Kisling, 
February 7 - April 5, 1964, no. 56. 

Tel Aviv-Yafo, Tel-Aviv Museum, 50 Peintres de Renoir à Kisling, 
December 1964 — January 1965, no. 30. 

Vevey, Musée Jenisch, De Vallotton à Desnos, July 24 - October 3, 
1965, no. 29. 

Geneva, Petit Palais Genéve, Rétrospective 1910: le salon des 
indépendants de Paris, May 20 - June 20, 1969, no. 11. 

Turin, Galleria d'Arte Pirra, Pointillisme, 1976, no. 6. 

Dusseldorf, Städtische Kunsthalle, Vom Licht zur Farbe, May 27 — July 
10, 1977, no. 22. 

Berlin, Staatliche Kunsthalle, Die Gesellschaftliche Wirklichkeit der 
Kinder in der bildenden Kunst, December 16, 1979 — February 10, 
1980, no. 140. 


Literature 

I. Compin, H.E. Cross, Paris, 1964, no. 139 (illustrated p. 239). 

F. Daulte, O. Ghez & E. Gibaudo, L'aube de XXe siécle de Renoir à 
Chagall, vol. |, Geneva, 1968, no. 96 (illustrated; titled ‘Lenfant à la 
poupée). 

P. Offenstadt, Henri-Edmond Cross: Catalogue raisonné de l'oeuvre 
peint, Paris, 2022, no. 248 (illustrated p. 270). 
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Henri-Edmond Cross, Apres-midi аи jardin, 1904-1905, Städel Museum, Frankfurt. 


“In [Cross’s] work one can sense the joy of painting, the love of delicate harmonies, 
an inexpressible hesitation, mystery and unexpectedness. He is at once a cold, 


methodical thinker, and a strange and troubled dreamer.” 


— Paul Signac 


Painted circa 1902-1905, l'Enfant au tablier blanc is a sublime example 
of Henri-Edmond Cross' renowned Neo-Impressionist style signature of 
his late period. By this time, Cross had shifted away from his Pointillist 
technique, using broader brushstrokes, and leaving small areas of 
exposed, bare canvas visible between the strokes. The result is a 
shimmering mosaic of brilliant and pure color. Cross' Neo-Impressionist 
technique would influence artists such as Henri Matisse, André Derain 
and Henri Manguin, and was instrumental in forming the principles of 
Fauvism and later Cubism. 


Cross was captivated by the sumptuous colors and abundant vegetation 
of his own garden. Here, the garden is shown at the height of its growth. 
Cross has filled the canvas with layers of dense, blooming foliage. In 
the foreground, a young girl in a white apron sits, while behind her, а 
mother and young boy tend to the garden. Vibrant shades of green, 
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blue, lavender, and yellow dance across the surface of the canvas in a 
densely woven tapestry of color, while interspersed are soft pinks and 
poppy red. In /’Enfant au tablier blanc, the fluidity and freedom of Cross's 
brushstroke is a direct result of his attempts to merge the chromatic 
principles of divisionism with a new expressiveness that reflected his 
own love of and excitement for the landscape. 


The first recorded owner of l'Enfant au tablier blanc was Oscar Ghez, 
a businessman and art collector. Alongside his brother, Ghez achieved 
Success after establishing the first assembly lines of rubber boots and 
tire production. Due to mounting political tensions, their business moved 
from Rome to Lyon and ultimately to New York. During this time, Ghez 
was appointed as advisor for Italian affairs to the Pentagon due to his 
profound knowledge of Italy. 


Maximillien Luce, Henri-Edmond Cross, 1898, Musée d'Orsay, Paris. 


In his leisure time, Ghez frequented antique shops, where he began 
collecting old books and Chinese porcelain and jade. After the death 
of his brother, this interest became more than a mere hobby and Ghez 
dedicated his time towards building his art collection. At first, Ghez 
focused on painters of Montmartre and the Belle Epoque but after 
several business trips to Paris, his interest shifted towards Neo- and 
Post-Impressionist and Fauvist works. Ghez was very selective in his 
acquisitions and would not let the opinions of others sway his choices. 
This instinct led him to discover master artists who were neglected at 
the time, such as Gustave Caillebotte, Charles Angrand and Louis Valtat, 
as well as female artists like Marie Bracquemond and Maria Blanchard. 


Ghez sold his factories in 1960; in 1965, he purchased a private 
mansion in Geneva. Three years later, he would open the Petit Palais 
de Genéve, with the aim of exhibiting artists who had been overlooked 
by their contemporaries. Ghez's dedication to sharing art with the public 
extended not only to the Petit Palais, but to museums worldwide — with 
whom Ghez would frequently arrange traveling exhibitions. Such was 
the case with /’Enfant au tablier blanc, which during its time in Ghez's 
collection, was exhibited at institutions in cities around the world — 
including Turin, Berlin, Geneva and Tel Aviv. 
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А РАГЕ CELADON JADE ‘LANDSCAPE AND POETRY’ TABLE SCREEN 
18th/19th century 

Finely carved with a mountain landscape in high relief on one side, the 
rectangular plaque with a stepped crown and key-fret border, the reverse 
delicately engraved with two characters ‘Yu Zhi’ (fill, By Imperial Command) 
above a lengthy dedicatory inscription by Liu Huanzhi, the translucent stone of 
onion-white tone with natural inclusions. 

8 1/2in (21.5cm) high; 12 1/4in (31cm) overall high; wood stand 


$30,000 - 50,000 
£33,000 - 49,000 
HK$310,000 - 470,000 


十 八 /十 九 世 用 青玉 山水 苦 文 插 屏 


Provenance 
Sotheby's Hong Kong, 19 November 1986, lot 353 
Sydney Ashkenazie, San Francisco, circa 1990 


Exhibited 
Museum of Fine Arts, Boston, August 2003-December 2004 


Published 
Robert Kleiner, Chinese Jades from the Collection of Alan and Simone Hartman, 
Hong Kong, 1996, no. 125 


来 源 
香港 霖 富 比 ，1986 年 11 月 19 日 ， 拍 品 纺 号 353 
46 4 |11Sydney Ashkenazief&iii, 1990 iif 


АЗЕ ИН, 200848 A -20044E12 5 


出 版 
Robert Kleiner, Chinese Jades from the Collection of Alan and Simone 
Hartman, FY, 199645, Л 125 
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款 识 : 
[ 赋 得 山水 有 清音 」 得 音字 
ЮШДЕ, КҮКЕ 
HABER, FAD. 
XI FME, VAKRERE, 
HE, REE, 
FET, BETTE. 
MER, MMHG. 

BASE, HUME AR. 
MIRE, BEAT. 
Ет de АКЕ 


85H] : Bilde RZ 


The Pure Tones of Landscape 
(The title is derived from a verse in a prior work, concluding with the 
rhyme 'im.") 


The soaring mountains invite our upward gaze, 

while the flowing stream resonates profoundly with our mind. 

The sounds [of nature] reverberate within the fathomless cliffs 
alongside the stream, 

while the [celestial] symphony satiates the compassionate hearts. 
Potent chords descend from the pine canopy, 

as the zither of summer springs produces a tranquil rhyme. 

The woodcutter's melodies spread through the groves, 

while the fisherman's songs waft from the cottage by the waterside. 
The undulating waves gently caress the reefs, 

while the singing of birds lingers among the trees. 

Such a lofty tune is truly worth hearing, 

as | strive to follow its path alone down an alley. 

It stirs noises in the wind, 

and transforms into rainfall as it emerges from the cavern. 

[I] organize my thoughts in the manner that Taichong (Zuo Si, 250-305) 
once contemplated his writing, 

aspiring to draw forth the music from the secluded valley. 
Respectfully penned by your servant Liu Huanzhi 


The rectangular seal reads Chen Liu Huanzhi (Your servant Liu 
Huanzhi). 


Liu Huanzhi (1760-1821) hailed from a distinguished family in the 
Panggezhuang Village in Zhucheng County, Shandong Province. His 
grandfather Liu Tongxun @ ©) (1698/1700-1773) held the esteemed 
positions of Chief Counciler HEERKE and Grand Secretariat AP 
Ка іп Qianlong's court. His uncle, who also served as his guardian, 
was Liu Yong 15# (1719/1720-1805) a renowned statesman, 
calligrapher and scholar with a prominent place in history. Liu Huanzhi 
passed the imperial examination in 1789 and went on to serve as a 
high-ranking official during the reigns of Emperor Qianlong, Jiaqing 
and Daoguang. 
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The present lot is illustrated in Robert Kleiner, 
Chinese Jades from the Collection of Alan and 
Simone Hartman, Hong Kong, 1996, no. 125 


Lot 11, reverse side 
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A LARGE AND IMPRESSIVE MING GILT BRONZE FIGURE OF WEITUO 

16th/17th century 

The Buddhist guardian deity standing with hands held in anjali muara, with youthful 

face gazing forward intently below a winged helmet centered by a moon and clouds at 
the forehead and topped with a red-pigmented tassel, wearing exceedingly finely cast 
ornate chain-mail armor secured with ribboned sashes that encircle the head and drape 
around the body to the feet, further adorned with ferocious mythical beast masks at the 
epaulettes, sleeves, leggings and the belt at the waist, extensively detailed and gilt. 

31in (78.7cm) high, wood base 


$60,000 - 90,000 
£49,000 - 74,000 
HK$470,000 - 700,000 


8j 十 六 /十 七 世纪 KERIM EBEN 


Weituo (ог Skanda ЖЖ Р, =P) deva is regarded as a protector of the Buddhist law. 
When seen paired with Guan Yu (关羽 ), the historical general in his guise as a heavenly 
protector, he wears full armor and stands opposite him on the right of the main Buddha 
image, carrying a weapon, held with point downward and supported against his shoulder, 
or laid across his arms. Here in the current lot, he has no weapon, and holds his hands 
together in anjali mudra. In his war-like pose, he is often recorded as a manifestation 

of Vajrapani, as both figures wield vajras as weapons. For a parcel gilt-copper figure of 
Weituo, of Ming dynasty date, shown in the same pose in the Guangji temple in Xicheng 
district, Beijing, see Liao Pin and Wang Tianxing, Ancient Temples in Beijing, Beijing, 
1995, p. 127. 
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For another similar very large gilt bronze figure see Christie's London, See related figures sold at Christie's New York, 30 May, 1991, lot 9; 
21 April 1986, lot 254 and similarly dated. Compare also a large gilt- and 2 June 1994, lot 68 ; 20 March 2001, lot 95; and a bronze image 


bronze figure of Weituo in the collection of the Seattle Art Museum, dated to 1640 sold at Christie's Hong Kong, 31 May, 2010, lot 1965. 
Seattle, illustrated by Hugo Munsterberg, Chinese Buadhist Bronzes, 
Tokyo, 1967, pl. 94. The present figure is a stunning example of the superb casting and fire 


gilding associated with the best of Late Ming craftsmanship. 
Another very similar though much smaller bronze figure with the 
hands held in anjali mudra was sold at Christie's New York, 23rd 
March 2011, lot 1632. A much smaller bronze figure (17 5/8 inches 
high) was offered at Sotheby's New York, 17 March 2021, lot 253. 
See also another figure of Weituo in glazed stoneware said to be from 
Henan province and dated to 1527 exhibited in the Linden-Museum 
- Stuttgart, Germany, see wikipedia.org/wiki/Skanda_(Buddhism)#/ 
media/File:Weituo (Veda). 
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CLAUDE МОМЕТ (1840-1926) 

La Seine pres de Giverny 

signed and dated ‘Claude Monet 88’ (lower right) 
oil on canvas 

25 3/4 x 36 5/16 in (65.4 x 92.3 cm) 

Painted in 1888 


355518 ° ZA (1840-1926) 
(ARETE MUTES ZEKAT Y 
Н Hil: ‘Claude Monet 88’ (4 F) 


25 3/4 x 36 5/16 英 时 (65.4 x 92.3 公分 ) 
VERS 188844 


$4,000,000 - 6,000,000 
£3,300,000 - 4,900,000 
HK$31,000,000 - 47,000,000 


This work will be included in the forthcoming Claude Monet Digital Catalogue 
Raisonné, currently being prepared under the sponsorship of the Wildenstein Plattner 
Institute, Inc. 


Provenance 

Galerie Durand-Ruel et Cie., Paris (acquired from the artist on April 2, 1891). 

Henry Sayles Collection, Boston (acquired from the above on August 31, 1891). 
Durand-Ruel Galleries, New York (acquired from the above on April 8, 1892). 

Bertha and Potter Palmer Collection, Chicago (acquired from the above on June 13, 
1892); their Estate sale, Parke-Bernet Galleries Inc., New York, March 16, 1944, lot 75. 
Tannenbaum Galleries, New York. 

Cecile Bemtgen Beer Collection, New York; her Estate sale, Sotheby Parke-Bernet 
Inc., New York, November 1, 1978, lot 15. 

Acquired at the above sale by the present owner. 


Exhibited 
Boston, Saint Botolph Club, An Exhibition of Paintings by Claude Monet, March 28 — 
April 9, 1892, no. 4. 


Literature 

D. Wildenstein, Claude Monet: Biographie et catalogue raisonné, vol. lll, 1887-1898, 
Peintures, Geneva, 1979, no. 1211 (illustrated p. 117). 

D. Wildenstein, Claude Monet: Catalogue raisonné, vol. V, Supplément aux peintures, 
dessins, pastels, index, Lausanne, 1991, no. 1211. 

D. Wildenstein, Monet: Catalogue raisonné, vol. Ill, Cologne, 1996, no. 1211 
(illustrated p. 461). 
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Claude Monet, Coude de la rivière Epte pres de Giverny, 1888, Philadelphia Museum of Art. 


On January 12, 1888, Claude Monet boarded an overnight train from 
Paris and headed south for the Mediterranean. His aim was both to 
escape the northern winter and find a fresh landscape for depiction. 
His destination was the Cap d’Antibes peninsula, where he was to stay 
in an erstwhile manor house, the Chäteau de la Pinéde, which had 
recently been converted into a painters’ retreat. The sojourn didn't start 
particularly auspiciously: heavy rain made it difficult for Monet to visit 
the surrounding area, let alone paint it, and he also found disagreeable 
the presence in his lodgings of a cohort of students accompanying the 
painter, Henri-Joseph Harpignies. 


The subsequent months proved to be a mix of highs and lows. The 
former included the execution of a host of successful paintings of 
the picturesque Cóte d'Azur town of Antibes, captured from different 
vantage points. However, as he set out in a series of letters to his 
partner, Alice, who had remained behind at their home in Giverny, Monet 
was struggling greatly with his creative process. 
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On February 11, he wrote: "I really don't know how to make headway 
with a painting any more. I feel as if I were doing the same thing every day 
without getting anywhere... | assure you, | worry that I'm finished, used 
up" (quoted in D. Wildenstein, Monet, or the Triumph of Impressionism, 
Cologne, 1996, p. 238). 


Monet's travails persisted in the weeks and months ahead, a sense of 
which can be discerned from the following excerpts from three further 
letters to Alice. On March 16: "Hard as I work, I can't finish anything; 
there are only pictures | can't do anything more with." On March 25: "I 
haven't been able to paint! You can imagine how it torments me... I'm 
so angry.” On April 10: “| thought things were going better... I've never 
had such problems" (quoted in ibid., pp. 238-239). 


All the while, Monet was in the midst of heated disagreements with his 
dealers in Paris, insistent that his work was not being sold for the right 
prices. A particular source of his dissatisfaction was Georges Petit, 
whom Monet also accused of withholding payments. The artist was 


Claude Monet, Seine a Giverny, 1885, RISD Museum, Providence, Rhode Island. 


unhappy, additionally, with the dealer's cancellation of an upcoming 
group exhibition at his gallery, which had been set to include a number 
of Monet's works. "Really, how vile this has all been," he said of the 
cancellation, in another letter to Alice from the Cap d'Antibes (quoted 
in ibid., p. 240). 


It was surely with relief that Monet returned to his partner and family in 
Giverny at the start of May 1888, and it is in in such a context that La 
Seine prés de Giverny should be considered. This exuberant, brightly 
colored scene marked a happy homecoming for the artist after the 
Stresses and struggles he had experienced while in the south of France. 
It depicts the River Seine as it flowed near the Monets' rural home, forty- 
five miles northwest of Paris. 


The river is tranquil and full, the weather sunny, and it appears to be 
around the middle of the day in late spring or early summer. Not a single 
human is in sight — just a turquoise sky with a smattering of rose-tinted 
clouds, beneath which various trees can be seen with thick, fresh foliage 
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in red and green. The trees occupy the opposite bank of the river, and 
their reflection in the slightly rippling water in the foreground takes 
up almost half the picture. The hills of Porte-Villez can be seen in the 
distance on the right. 


Apart from a brief stint in London in 1870-1 while the Franco-Prussian 
War took place in his homeland, Monet lived by the Seine his entire life. 
He was born in Paris in 1840 and moved with his family at the age of 
five to Le Havre, the port city in Normandy where the river in question 
flows into the Atlantic. In his late teens, he returned to the French capital 
and entered the atelier of Charles Gleyre, where he befriended fellow 
students, Pierre-Auguste Renoir and Alfred Sisley. It was alongside this 
duo that he helped launch the Impressionist movement in the early 
1870s. Monet was living at that time in Argenteuil, a scenic Seine-side 
town on the outskirts of western Paris which proved a beacon to many 
Impressionists. 


Claude Monet, L'automne à Jeufosse, 1884, Museum Barberini, Potsdam. 


After six years in Argenteuil, Monet — broadly speaking — followed 
the Seine ever north-westward, making a home in spots which have 
become famous because of his connection with them: Vétheuil, Poissy 
and, finally in 1883, Giverny. Back then, Giverny was a tiny farming 
community of just 300 inhabitants, and it would remain Monet's home 
until his death in 1926. Upon arriving there, the artist rented a pink 
Stucco house called Le Pressoir on two-and-a-half acres of land — with 
Sufficient space to accommodate himself, Alice and their combined 
brood of eight children (from their respective marriages earlier in life). Le 
Pressoir came complete with a barn which he converted into a studio. 


Monet was instantly captivated by the landscape around Giverny. "Once 
settled, | hope to produce masterpieces, because | like the countryside 
very much," he wrote to the Paris-based dealer, Paul Durand-Ruel, 
within days of his arrival (quoted in Monet's Years at Giverny: Beyond 
Impressionism, exh. cat., New York, 1978, pp. 15-16). He didn't think 
twice about purchasing Le Pressoir when it came up for sale in 1890. 
Not long afterwards, he told Durand-Ruel in another letter that he was 


"certain of never finding a better situation or more beautiful countryside" 
than that in Giverny (quoted in P. Tucker, Claude Monet: Life and Art, 
New Haven, 1995, p. 175). 


He reveled in the pictorial potential of the local terrain. In the mid- 
18805, setting out with his canvases each day at dawn, he produced a 
remarkably diverse corpus of landscapes: painting on a hill overlooking 
his house, in the village, on the roads leading to nearby towns, in 
marshes, in meadows, and along riverbanks. 


In the summer of 1888 - probably just a matter of weeks after La 
Seine prés de Giverny was painted - the artist and part-time journalist, 
Georges Jeanniot, paid Monet a visit. He went on to provide the earliest 
description of his host's working practices at Giverny, writing in the journal 
La Cravache Parisienne: "Monet would stop before the most dissimilar 
Scenes, admiring each and making me aware of how splendid and 
unexpected nature is. Once in front of his easel, he draws in a few lines 
with the charcoal and then attacks the painting directly, handling his long 
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Claude Monet, Seine а Giverny, 1897, National Gallery of Art, 
Washington D.C. 


brushes with an astounding agility and an unerring sense of design. He 
paints with a full brush and uses four or five pure colors; he juxtaposes or 
superimposes the unmixed paints on the canvas. His landscape is swiftly 
Set down and could, if necessary, be considered complete after only one 
Session, a session which lasts... as long as the effect he is seeking lasts, 
an hour and often much less" (quoted in exh. cat., op. cit., 1978, p. 21). 


In the autumn of 1888, when local farmers took to harvesting the 
wheat in fields near his house, Monet painted the first pictures of 
what would become his iconic "Grainstacks" series. For La Seine 
prés de Giverny, however, he hit upon a more familiar subject: the 
River Seine, captured roughly a mile south-west of Le Pressoir. What 
he produced was a stunningly nuanced and delicate landscape, one 
So decoratively elegant as to hint at abstraction. Notable alongside 
the vivid palette, with its harmonious blend of warm colors, is the 
bravura brushwork, Monet deploying an array of variegated strokes. 
These range from the thick horizontal marks capturing the ripples on 
the water and the reflection of the trees, via the richly textured dabs of 
layered paint denoting the foliage on those trees, to the more smoothly 
executed passages designating the sky. By this point of Monet's 
career, composition and execution had all but become inseparable. 


The Seine was an enduring source of inspiration for Monet. "| have 
painted the Seine all my life, at all hours of the day, and in every 
season,” he once declared. “| have never been bored with it. To me 
it is always different" (Monet quoted in ibid., p. 18). In the early part 
of his career, he commonly depicted the recreation and industry that 
the river sustained. However, over time, his interest in human presence 
waned, and what mattered to him - in line with Impressionistic 
practice — was translating into paint the evanescent effects of light 
and shimmering reflections as they played across the river's surface. 


It's worth noting that when Monet painted La Seine prés de Giverny, a 
backlash was developing against Impressionism. Its focus on optical 
effects was starting to be viewed as a source of weakness, associated 
with transience where a new type of painting — Neo-Impressionism, with 
its emphasis on structure and a scientific application of paint — was 
associated with permanence. In 1886, Seurat had stunned the art world 
by exhibiting Dimanche à la Grande Jatte, a painting which heralded 
the arrival of а new avant-garde idiom. Unlike Pissarro, who was 
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won over to the Neo-Impressionist cause, and Renoir, who had been 
working in а classicizing vein since the early 18805, Monet remained 
a dedicated proponent of Impressionism, and he took up Seurat's 
challenge with aplomb. "He must have realized that he was truly on his 
own,” Paul Tucker has written, “апа that if Impressionism was going 
to continue to be а viable style equal to the likes of Seurat's pseudo- 
scientific method, it was up to him to prove it” (0p. cit., 1995, p. 127). 


La Seine prés de Giverny, therefore, represents not just а joyful 
return to the home comforts of Giverny after months away, but also a 
forceful assertion of Impressionism's continued relevance and vitality. 


According to the art historian, Christian von Holst, writing of 
Monet's scenes of Giverny from around this time: "In his rapid 
perception and execution, he celebrated the fascinating allure of 
brief moments, intensified the expressive power of color, and gave 
life to the paintings as works of art. These occasional fireworks 
of light and color emancipate themselves from their subject, their 
familiar natural environment, and they metamorphose into pure 
painting. The landscapes remain recognizable, of course, yet Monet's 
increasingly liberal approach to individual objects... culminates in an 
autonomy of painterly expression at which we gaze in awe" (quoted 
in Claude Monet: Fields in Spring, exh. cat., Stuttgart, 2006, p. 34). 


Portrait of Bertha Honore Palmer, wife of Potter Palmer, Chicago, 1900. 


Claude Monet, at age 49, in his garden in Giverny. 


The first private owner of La Seine prés de Giverny was the Boston- 
based banker and broker, Henry Sayles, who purchased the work 
from Galerie Durand-Ruel et Cie in Paris. An avid art collector with a 
longstanding enthusiasm for the work of Gustave Courbet and Jean- 
Francois Millet, as well as pastoral scenes by the Barbizon school. 
In time, encouraged by artist friends, he began to enhance his 
collection with more avant-garde works: by the French Impressionists. 


In the spring of 1892, Sayles loaned La Seine prés de Giverny to a 
landmark Monet exhibition at Boston's St. Botolph Club. Featuring 
20 works, it is believed to have been the Frenchman's first major solo 
show in the United States. Within a few months, the painting was 
in the collection of its next recorded owners, the Chicago couple, 
Potter and Bertha Palmer. He was his city's largest landowner, a 
merchant magnate who had created the dry goods store, Potter 
Palmer & Company; she was the queen of Chicago high society, her 
charity balls and New Year's Day parties widely considered the social 


events of the season. Bertha also served as president of the Board 
of Lady Managers at the World's Columbian Exposition in 1893, and 
was instrumental in organizing the exhibits in the Woman's Building. 
The Palmers possessed a first-rate art collection, put together largely 
by Bertha. She was particularly fond of French Impressionism and 
did as much as anyone to promote it in her homeland — even two 
decades after its launch, the style was still too radical for the tastes 
of many Americans. Bertha acquired as many as ninety works by 
Monet alone. Following her death in 1918 (Potter having passed away 
the previous decade), the Art Institute of Chicago was bequeathed 
a large number of the Palmers' paintings. These form the core of 
that museum's impressive holdings of Impressionist work today. 


The couple's son, Potter Jr., chose to hang on to La Seine prés de 
Giverny until his own death in 1943. It was sold at auction a year later. 
The painting was acquired by its current owners in 1978 and comes to 
the market now for the first time in 45 years. 
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AUGUSTE RODIN (1840-1917) 

Minotaure, version aux cornes courtes 

signed 'Rodin' (along the base) 

bronze with dark brown patina 

13 1/16 in (33.2 cm) (height) 

Conceived circa 1883. This version cast by the Griffoul & Г огде Foundry circa 1887 


BL IT RE MER (1840-1917) 
CARE) 短 角 版 本 
Я: Rodin (E s 
ЯШЕ E SI 

13 1/16 ЖЖ (83.2 公分 ) 
设计 其 1883 年 。 此 版 本 
右 铸造 。 


3 zn 


TH 
En 


Ed f ALA A (Griffoul & Lorge) 0% 1887 4 


$150,000 - 250,000 
£120,000 - 210,000 
HK$1,200,000 - 2,000,000 


This work will be included in the forthcoming Auguste Rodin catalogue critique de 
l'oeuvre sculpté, currently being prepared by the Comité Auguste Rodin at Galerie 
Brame & Lorenceau under the direction of Jéróme Le Blay. 


Provenance 

William Turner Dannat Collection, New York (acquired from the artist circa 1894). 
M. B. Coureau Collection, London. 

Sale: Christie's, London, June 29, 1920, lot 4. 

M. Knoedler & Co., New York, no. 15078 (acquired at the above sale). 

David Kirkpatrick Bruce Collection, Washington D.C. (acquired from the above on 
March 5, 1928). 

M. Knoedler & Co., Paris, no. A1036b (acquired from the above in June 1935). 
Acquired by the present owner by 1975. 


Literature 

L. Maillard, Études sur quelques artistes originaux. Auguste Rodin, statuaire, Paris, 
18989, p. 33 (marble version illustrated). 

P. Gsell, Auguste Rodin, l'art entretiens réunis, Paris, 1912, p. 215 (marble version 
illustrated; titled ‘Le faune et la nymphe’). 

R. Rilke, Auguste Rodin, Leipzig, 1920, pl. 28 (another cast illustrated). 

G. Grappe, Catalogue du Musée Rodin, Paris, 1927, no. 207 (marble version 
illustrated p. 79). 

C. Goldscheider, Rodin, sa vie, son oeuvre, son héritage, Paris, 1962, p. 77 
(another cast illustrated). 

J.L. Tancock, The Sculpture of Auguste Rodin, Philadelphia, 1976, no. 41 (another 
cast and marble version illustrated p. 271 & p. 273). 

J. de Caso & PB. Sanders, Rodin's Sculpture: A Critical Study of the Spreckels 
Collection, San Francisco, 1977, no. 14 (another cast illustrated p. 106; titled 'Faun 
and Nymph’). 

C. Lampert, Rodin, Sculpture & Drawings, London, 1986, no. 119 (another cast 
illustrated p. 88, pl. 156). 

A.E. Elsen, Rodin's Art: The Rodin Collection of Iris & B. Gerald Cantor Center for 
Visual Arts at Stanford University, New York, 2008, no. 157 (another cast illustrated 
pp. 510-511). 

A. Le Normand-Romain, The Bronzes of Rodin, Catalogue of Works in the Musée 
Rodin, vol. Il, Paris, 2007, по. S.770 (another cast and marble version illustrated p. 
523 & p. 525). 
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Auguste Rodin, The Minotaur, plaster version, circa 1885, 
Musée Rodin, Paris. 


The present bronze version of Rodin's Minotaure is an exceptionally rare 
example, created by the Griffoul & Lorge foundry on behalf of Rodin, 
around 1887, using the sand-casting technique. 


The first owner of the present work was the American painter, William 
Turner Dannat, who lived in Paris between 1880-1890. Within the Musée 
Rodin archives, there are elements of correspondence between the two 
artists from July 1894, wherein a painting of a female portrait by Dannat 
was received in exchange for Rodin's marble Fatigue. Dannat also 
acquired a bronze ofthel 'Éternel Printemps before 1894, and itis possible 
he acquired this bronze cast of the Minotaur on the same occasion. 
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An avid reader of Ovid's ‘Metamorphoses,’ Rodin would have been 
fully acquainted with the Minotaur's legend when the present work 
was conceived between 1883 and 1885. The present work depicts 
the moment in which a sacrificial maiden falls into the clutches of 
the Minotaur. Rodin's masterful composition enables him to depict 
the female figure in sensual detail while simultaneously depicting the 
highly developed musculature of the male figure's back. The sculptor 
regularly explored themes of sexuality through his work. Drawing 
upon the examples of Clodion, the eighteenth-century decorator, 
and Albert-Ernest Carrier-Belleuse, it is likely that Rodin utilized 
mythological themes such as the legend of the Minotaur in his more 
erotic compositions in order to elude the otherwise critical eye of the 
censor. Rodin created numerous sculptural pairings of figures in his 
art, but Albert Elsen suggests this highly erotic and sexually charged 
work differs from the many other pairings because the figures were 
most likely conceived and modeled together and not separately, which 
can also be seen as further evidence to its early date. His positioning 
of the figures will have most certainly contributed to its popularity. 


Minotaure was very successful during Rodin's lifetime. It was widely 


exhibited around the turn of the century and early years of the twentieth 
century with the first recorded exhibition dating to 1896. As John 
Tancock suggests "Minotaur points to Rodin's continued enthusiasm for 
the art of the eighteenth century [...]. It may be for this reason that it was 
one of the most widely admired by early connoisseurs" (J.L. Tancock, 
Op. cit., p. 272). 


Auguste Rodin, Eternal Spring, 1884, High Museum of Art, Atlanta. 
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Auguste Rodin in his studio, Musée Rodin, Paris. 
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A RARE AND IMPORTANT BRONZE FIGURE OF A TIGER 

Eastern Zhou Dynasty, 5th to 3rd century BC 

Finely cast in a powerful sinuous crouching pose, looking up to its right with well-defined 
cheekbones and arched brows above large eyes, the ears pressed back and the tail 
curling upwards to the rump, the body with intaglio double scrolled lines and lozenges 
which continue to the chest, the bronze with malachite encrustations throughout. 

6 3/4in (17cm) length 


$10,000 - 15,000 
£8,200 - 12,000 
HK$78,000 - 120,000 


东周 纪元 前 五 至 三 世 和 可 珍 军 青 铜 瑞虎 


Provenance 

Property of a Gentleman 

Sotheby’s London, 19 June 1984, lot 9, reputedly from Jincun near Luoyang, Henan 
Province 

The Oeder Collection 

Sotheby’s New York, 22 March 2000, lot 66 


Exhibited 
Ostasiatische Kunst und Chinoiserie, Cologne, 1953 
Weltkunst aus Privatbesitz, Kunsthalle, Cologne, 1968, no. 25 


Published 

Daisy Lion-Goldschmidt and Jean-Claude Moreau-Gobard, Chinese Art: Bronze, Jade, 
Sculpture, Ceramics, New York, 1980, pl. 43 

Willow Hai Chang, 'The Scope of Collections is as Broad as the Universe, Side by Side 
is the Couple Happily Flying in the Sky. A Record of Mr. & Mrs. Hartman at New York and 
their Treasures of Chinese Works of Art', Art of China, No. 95, July 1993, p. 46, no. 26 


Яс 

种 士 藏品 

伦敦 苏 富 比 拍 彭 行 ，1984 年 6 月 19 日 ， 拍 品 纺 号 9， 传 出 自 河 南 洛阳 金村 
Oeder #5 ж 

ХЫ LH ETT, 20004834 220, т 266 

ЕЕЕ. Ries 

德国 科隆 ，Ostasiatische Kunst und Chinoiserie, 19534 

德国 科隆 ，Weltkunst aus Privatbesitz, Kunsthalle, 19684E, Fm 28255 
出 版 


Lion-Goldschmidt&Moreau-Gobard& 3, Chinese Art: Bronze, Jade, Sculpture, 
Ceramics, ЖӘ, 198045, ЕЛ EA 

VERE, = RK HB, EEE — TEE (Mr & Mrs Hartman) 及 其 中 
al 28 iy 0), Art of Сһіпа ТІ, 19934E7 A ê, 1146, him 26 
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Lot 15, as illustrated by Willow Hai Chang, Art of China, No. 95, July 1993, p. 46 


A bronze tiger of the same model from the Hellstrom Collection, 

is illustrated in the Album recording the Karlbeck Syndicate of 

1931-32 compiled by the Museum of Far Eastern Antiquities, 
Stockholm, December 1933, no. 196, where Karlbeck notes that 

“It was found at Chintsun, Loyang, together with two other tigers. 

They probably embellished the cover to a tripod. The legs of this 

tripod are said to have been acquired by the Toronto Museum. A pair 

of square lacquer vases and belthooks inlaid with gold and silver are also 
supposed to have been found with the tigers". The Hellstrom figure, now 
in the Museum of Far Eastern Antiquities, Stockholm, is also illustrated 
and discussed in "The Exhibition of Early Chinese Bronzes', B.M.EE.A 
Stockholm, 1933, pl. XXXIV, and illustrated by William Watson, Ancient 
Chinese Bronzes, London, 1962, pl. 89a. The third figure from the 
Ernest Erikson Collection (accession number 1985.214.10) is now to be 
found in the Metropolitan Museum of Art New York and is illustrated by 
Maxwell K. Hearn, Ancient Chinese Art, New York, 1987, no. 13. (Fig. 1) 
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Related reclining bronze animal figures of much smaller size can be 
seen on bronze ding of the late Spring and Autumn period, for an 
example with tigers and cows, see Zhongguo Qingtongqi Quanji, vol. 
8, Beijing, 1995, pls. 25-27. 


Bronze animals of this type also functioned as the support for bronze 
vessels. See a oylindrical vessel with three rhino-like beast support, 
from the Pingshan Sanji Gongshe, M6, in Hebei province, illustrated by 
Jenny So in Eastern Zhou Ritual Bronzes from the Arthur M. Sackler 
Collections, Volume Ill, Smithsonian Institution, Washington D.C., 
1995, p. 66, fig. 120, described as late 4th century BC. 


Lot 15, another view. 


Fig. 1 Bronze Reclining Tiger, Eastern Zhou Dynasty, 4th-3rd Century BCE, Gift of Ernest Erickson 
Foundation, The Metropolitan Museum of Art, 1985.214.10 
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А FINE AND RARE WHITE JADE VASE 

18th century 

The elegant ovoid body superbly carved in high relief on the lower 
body with raised panels of interlocking fish chimes suspended from 
wanci clasps set between elaborately carved multi-layered swags 
embellished with kuei dragons under four raised medallions at the 
shoulder carved with shuang xi 'double-happiness' characters on 
a field of elaborately carved scroll and leaf bands under a band of 
delicate spirals at the rim, the stone an icy white color throughout, 
gilt bronze and enameled stand, cast with lotus blossoms under a 
lappet collar. 

10 9/16 (26.8cm) high; gilt metal stand 


$50,000 - 70,000 
£41,000 - 58,000 
HK$390,000 - 550,000 


十 八 世 种 DEERE ROC EH 


Provenance 

The Collection of Owen W. Roberts 

Parke Bernet Galleries, New York, 5 January, 1956, lot 372 
Purchased in Laguna Beach, California, circa 1950, by repute 


Exhibited 
Museum of Fine Arts, Boston, August 2003-December 2004 


Published 

Roger Keverne, еа. Jade, Lorenz Books, 2000, p. 153, fig. 64 

Robert Kleiner, Chinese Jades from the Collection of Alan and Simone 
Hartman, Hong Kong, 1996, no. 140, p. 180-181 


p 

Owen W. Roberts £j 

ЖЛ РагкКе Bernet Galleries #17, 1956*F1H5H, іл 8372 
BE 19504E XR Ji Laguna Beach 


Eg Re 


WS, 200848H-2004412 H 


出 版 
Roger Keverneiii#, Jade, Lorenz Books 出 版 ，2000 年 ， 页 153， 
18104 

Robert Kleiner#, Chinese Jades from the Collection of Alan and 
Simone Hartman, Fy, 199646, #2140, H180-181 


T 
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For a very similar vase said to have come from the Summer Palace, 
Beijing and presented by the 1st Division to Sir John Michel who 
commanded them at the sacking on 18 October 1860, see Sotheby 


& Co., London, 


12 November 1974, lot 32. 


A closely related spinach jade vase of this size in the Qing Court 
Collection is illustrated in The Complete Collection of Treasures of the 
Palace Museum, Vol. 42, Jade Ill, Hong Kong, 2006, p. 76, no. 64, 
noted by the author that the form may be based on Yuan dynasty blue 
and white porcelain wine bottles, but such vase made of jade only 
appears in the Qing dynasty, possibly for the display in the Palace. 
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The present lot was illustrated in the 
Parke-Bernet Galleries, 1956 catalog 


Robert Kleiner, Chinese Jades from the 
Collection of Alan and Simone Hartman, 
Hong Kong, 1996, the present lot is 
illustrated as no. 140, p. 180-181 
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ALFRED SISLEY (1839-1899) 

La Seine a Suresnes 

signed 'Sisley' (lower left) 

oil on canvas 

21 1/4 x 28 15/16 in (54 x 73.5 cm) 
Painted circa 1879 


BIR IR EE ° FEE (1839-1899) 
(ЖЕТЕ TIER) 

签名 : ‘Sisley’ (Æ F) 
1 1/4 x 28 15/16 英 时 (54 x 73.5 公分 ) 
Ej^18794£ AA 


ZN 


$1,000,000 - 1,500,000 
£820,000 - 1,200,000 
HK$7,800,000 - 12,000,000 


Provenance 

Wilhelm Hansen Collection, Copenhagen. 

Kojiro Matsukata Collection, Kobe and Paris (acquired from the above in 
1923); on deposit with Bridgestone Museum of Art, Tokyo, no. 40. 

Thence by descent; their sale, Sotheby's, New York, May 15, 1984, lot 15C. 
Acquired at the above sale by the present owner. 


Literature 

F. Daulte, A/fred Sisley, Catalogue raisonné de l'oeuvre peint, Lausanne, 
1959, no. 313 (illustrated). 

The Bridgestone Museum of Art (eds.), The Bridgestone Museum of Art, 
Tokyo, 1977, no. 40 (illustrated). 

S. Brame & F. Lorenceau, Alfred Sisley, Catalogue critique des peintures et 
des pastels, Paris, 2021, no. 342 (illustrated pp. 151 & 447). 


90 | BoNHAMS 


THE АГАМ AND SIMONE HARTMAN COLLECTION | 91 


> 
fet 
Fer de 


gi 


Wilhelm Hansen, the first recorded owner of the present painting. 


La Seine à Suresnes marks a farewell to the Parisian suburbs, where 
Alfred Sisley had been living for several years at the time he painted it. 
Within a few months he would move to a small village near Moret-sur- 
Loing, 75 kilometers southwest of the French capital, where he spent 
the final two decades of his life. 


The canvas depicts the River Seine as it winds its way through 
Suresnes, a suburban commune just west of Paris, bordering the Bois 
de Boulogne. At the time, Sisley was living in nearby Sèvres with his 
long-term partner Eugénie and their two children. 


The artist turned 40 in the year he executed La Seine à Suresnes, and at 


this point of his career was especially fascinated by the fugitive aspects 
of light and atmosphere. The canvas is filled with dabbed, gestural 
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brushstrokes, most noticeably in the section marking the surface of 
the river. This avant-garde painting boasts all the hallmarks of a great 
Impressionist landscape: particularly the reflection of light on the water 
and the filtering of light through the clouds. 


Sisley painted another version of this view early in 1880 — a picture 
of the same name, which today forms part of the National Galleries 
of Scotland's collection in Edinburgh. However, where that painting 
captures the chill of winter, the present work is of Suresnes in autumn, 
as witnessed by the brownish tinge to the leaves on the trees. 


Sisley was fond of a compositional device in which a river, path or 
road curves into the distance, enticing viewers to follow its course. La 
Seine à Suresnes is a prime manifestation. Various figures can be seen 


Claude Monet and Kojiro Matsukata. 


dotted along the left of the riverbank as it recedes from view, including a 
horseman and his cart in the foreground. On the horizon beyond them 
is a group of factories emitting smoke. 


More than half of the picture is taken up by the sky. This was no accident. 
Sisley stressed the importance of this element in his oeuvre, telling 
the art critic Adolphe Tavernier in 1892: “The sky cannot be a mere 
background. On the contrary, it not only helps to add depth through 
its planes (for the sky has planes just as the ground does); it also gives 
movement through its shape, and by its arrangement in relation to the 
effect or composition of the picture... | always start a painting with the 
sky" (Alfred Sisley quoted in A. Tavernier, L'Atelier de Sisley, exh. cat., 
Paris, 1907 in Richard Shone, Sisley, London, 1992, p. 218). 


His reference to the sky as the starting point for his pictures reveals the 
artist's affinity with the work of John Constable, the influence of whose 
cloudscapes set Sisley somewhat apart from his fellow Impressionists. 
In La Seine à Suresnes, the sky is packed with a marvelous mixture of 
cloud formations: some wispy, some substantial, some purple, some 
pink, some mixed with the smoke from the factory chimneys, and all 
reflected in a subtle range of tones on the shimmering surface of the 
river. The novelist and art critic, Gustave Geffroy, went so far as to 
describe Sisley as “а painter of the sky" (quoted in 'Alfred Sisley' in Les 
Cahiers d'aujourd'hui, 13-14, Paris, 1923). 
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Alfred Sisley, Seine а Suresnes, 1880, National Galleries of Scotland, Edinburgh. 


“Though the artist must remain master of his craft, the surface, at times raised 
to the highest pitch of loveliness, should transmit to the beholder the sensation 


which possessed the artist." 


- Alfred Sisley 


Sisley was born in Paris in 1839 to expatriate British parents. When he 
was 18, they sent him to London to study commerce, his father hoping 
that Alfred would follow in his own footsteps as a businessperson. The 
young man skipped most of his classes, however, preferring to spend 
his time in the National Gallery. In 1862, after returning to Paris, he 
enrolled in the atelier of Charles Gleyre, where he became close friends 
with a number of painters his own age, including Claude Monet and 
Pierre-Auguste Renoir. In the years ahead, this trio would travel through 
rural and suburban France together executing landscapes en plein air 
— and in the process, forge a new approach to painting. This approach 
came to be known as Impressionism. 
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Sisley and Monet would remain friends for the better part of four 
decades - until the former's untimely death in 1899, at the age of 59. 
After visiting Sisley in his final days, Monet wrote a letter to Geffroy, in 
which he claimed: “Не is a truly great artist, and I believe he is as great a 
master as any who has ever lived" (quoted in M.A. Stevens (ed.), Alfred 
Sisley, London, 1992, p. 280). 


La Seine à Suresnes bears a distinguished provenance, its first known 
owner being businessman and art collector Wilhelm Hansen, the founder 
oftwo major Danish insurance companies (Dansk Folkeforsikringsanstalt 
and Mundus) and the managing director of another (Hafnia). He began 


Pierre-Auguste Renoir, Alfred Sisley, 1876, The Art Institute of Chicago. 


his collection with works from Denmark, but from 1916 onwards, under 
the guidance of the French journalist and art connoisseur, Théodore 
Duret, assembled with his wife Henni one of the finest collections of 
Impressionist pictures in northern Europe. The Hansens would construct 
a purpose-built gallery, called Ordrupgaard, to display their art collection 
to the public. This was ultimately bequeathed to the Danish state and 
became a national museum in 1953. 


The next owner of La Seine à Suresnes was the Japanese businessman, 
Kojiro Matsukata, who — in parallel to his professional activities, as 
presidents of firms such as the Kawasaki Shipbuilding Company 


— devoted his life to collecting art. The non-Japanese works in his 
collection laid the foundation for the National Museum of Western Art, 
in Tokyo. After Matsukata's death, the painting went on deposit with 
the Bridgestone Museum of Art in the same city. It was acquired by the 
present owners at auction in 1984 and comes to the market for the first 
time in almost 40 years. 
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PIERRE-AUGUSTE RENOIR (1841-1919) 
Profil de jeune fille 

signed ‘Renoir.’ (upper right) 

oil on canvas 

16 1/4 x 12 13/16 in (41.2 x 32.5 cm) 
Painted in 1895 


皮 耶 ， 奥 古 斯 特 ' FA (1841-1919) 
《少女 侧面 像 》 

445: Renoir (右上 ) 

彩 eg ATI 

16 1/4 x 12 13/16 英 时 (41.2 x 32.5 公分 ) 
TEf^18954F 


$1,500,000 - 2,000,000 
£1,200,000 - 1,600,000 
HK$12,000,000 - 16,000,000 


This work will be included in the forthcoming Pierre-Auguste Renoir Digital Catalogue 
Raisonné, currently being prepared under the sponsorship of the Wildenstein Plattner 
Institute, Inc. 


Provenance 

Galerie Durand-Ruel, Paris (acquired from the artist on May 23, 1898). 

Vitale Bloch Collection, London (acquired from the above on March 8, 1923). 
Captain Robert Langdon Douglas Collection, London. 

Dr. Anton Frederik Philips Collection, Eindhoven and New York (by 1951). 

Lock Galleries, New York. 

Victoria Dreyfus Collection, New York, by 1976; her Estate sale, Christie's, New York, 
May 19, 1978, lot 16. 

Acquired at the above sale by the present owner. 


Exhibited 


Manchester, Manchester City Art Gallery, Modern French Paintings, 1907 — 1908, 
no. 157 (titled “Young Woman in Pink’ and dated 1898). 
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Pierre-Auguste Renoir, Pierre Bonnard and Misia Natanson, 1898. 


Pierre-Auguste Renoir painted likenesses of young children throughout 
his career. Initially, these tended to be formal portraits. As he became 
more established as an artist, however, without any great need to 
accept paid commissions, he developed a new approach. He began 
concentrating less on an exact rendering of a child's face and more on 
capturing a sensibility or mood. 


Featuring an auburn-haired girl in profile — very possibly a child of a 
housemaid — Profil de jeune file (1895) is a beautiful manifestation 
of this shift: the subject's facial features are only partially defined 
and the ruffle apron she wears is blurred. With the rosy flush of 
her chubby cheeks, and her hair gathered in a top-knot bun, 
she bears a striking resemblance to the sitter in Renoirs Téte de 
file painted in 1898 (today part of the Tate collection in London). 


Born in Limoges in 1841, Renoir moved to Paris with his family at 
the age of four. He apprenticed as a decorator of porcelain, before 
entering the atelier of the painter Charles Gleyre and then the École des 
Beaux-Arts. In the former, he met Claude Monet and Alfred Sisley, with 
whom he would go on to help launch the Impressionist movement in 
the early 1870s. 
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At the start of the following decade — after a trip to Italy, where he 
encountered works by Renaissance masters such as Titian and Raphael 
firsthand — Renoir moved away from Impressionism towards a more 
classical style. It was around this time also that he started a relationship 
with his model, Aline Charigot, who later became his wife. The couple 
would have three sons together: Pierre (b. 1885), Jean (b. 1894) and 
Claude (b. 1901). 


According to a memoir about his father, written by Jean in adulthood, 
"the birth of my brother Pierre was to cause a definite revolution in 
Renoir's life. The theories aired at the Nouvelles Athénes (a Parisian 
café where the Impressionists had convened) were now made to seem 
unimportant by the dimples in a baby's bottom. As he eagerly sketched 
his son... he concentrated on rendering the velvety flesh of the child; 
and through this very submission, Renoir began to rebuild his inner 
world" (Jean Renoir, My Father, New York, 1962, p. 233). 


Pierre-Auguste Renoir, Тёїе de fille, 1898, Tate, 
Bequeathed by Sir Hugh Walpole in 1941. 


In Jean's view, the depictions of children executed by the artist after 
1885 were more intimate than those from before. Even when Renoir 
was portraying children other than his own, as was the case with Profil 
de jeune fille, there was a new-found tenderness to his imagery. He 
even began to engage himself in issues such as child welfare and 
education. He strongly disapproved, for example, of the "artificial" 
practice of bottle-feeding babies, believing that an infant should "bury 
its nose in its mother's breast, nuzzle it, and knead it with its chubby 
hand" (quoted in J. House, Renoir 1841-1919, Guernsey, 1988, p. 34). 


By Renoir's day, France had introduced a standardized school system, 
something of which the artist was wary. He held comparable views to 
the 18th-century philosopher, Jean-Jacques Rousseau, particularly the 
belief that children should learn from the world around them - and be able 
to think for themselves — rather than from rote learning in a classroom. 
As a consequence, he refused to allow his children to participate in 
formal education until they reached the age of 10. In his memoir, Jean 
shared an anecdote from his childhood about the son of the Renoirs' 
family chef, who entered school at a much younger age than Pierre, him 
or Claude: "When [the boy] came home at night, [Renoir] would never 
fail to warn him not to believe the lies he might hear from the clerics. 
'If they tell you the earth is flat, do as Galileo did. Keep quiet, and do 
your own thinking” (quoted in My Father, New York, 1962, p. 321-2). 


The element of warmth displayed by Renoir in that interaction with his 
chef's son is mirrored in the warmth displayed towards the girl in Profil 
de jeune fille. Her radiant complexion reveals a youthful vitality. Though 
subtly colored, the backdrop is featureless, the lack of details of the girl's 
surroundings adding to the sense of intimacy. 


Renoir's exuberant brushstrokes in this picture, perhaps most visible 
in the mixed-color patterning of the subject's dress, are testament to 
an evolved style. Where in the 1880s, Renoir had been inspired by the 
elegant and restrained lines of the Renaissance masters, in the following 
decade he became steadily more interested in the example of the 
French 18th-century artists, Watteau and Fragonard, as the art historian 
John House explains: “His brushwork of the 1890s [shows] Fragonard's 
imprint in its increasingly rhythmic, cursive movements, which model 
form and create decorative pattern in the same gesture" (J. House, 
"Renoir's World", in Renoir, exh. cat., London, 1985, p. 250). 


Profil de jeune fille has an impressive provenance. Its first recorded 
owner was the esteemed art historian, dealer and collector, Vitale 
Bloch, a large portion of whose collection would be bequeathed to the 
Museum Boymans-van Beuningen in Rotterdam. Its subsequent owner 
was Robert Langdon Douglas, a British art scholar who for many years 
served as director of the National Gallery of Ireland. The painting was 
later purchased by the successful US music publisher, Max Dreyfus. It 
was at the auction of the estate of Dreyfus and his wife Victoria - in 1976 
— that Profil de jeune fille was acquired by its current owners. It comes to 
the market for the first time in almost half a century. 


Pierre-Auguste Renoir, Téte de jeune fille, 1885, 
The Barnes Foundation, Philadelphia. 
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А CARVED LIMESTONE SEATED FIGURE ОЕ MAITREYA 

Northern Wei Dynasty or later 

The seated cross-legged deity flanked to either side by seated lions each 
turning their heads upwards towards Maitreya who extends his (real) left 
hand to the lions head on his left and holds his right hand in tarjani mudra, 
the robes depicted in a schematic fashion with the folds cursorily cut into 
a flat, pattern-like arrangement that flow down the arms and body to the 
crossed legs, the slender angular head carved with aquiline nose, high 
arched brows, pendulous ears and all below a tall crown centered by a 
seated Amitabha Buddha. 

24 x 21 1/2in (61 x 54.3cm); 

27 x 25 x 5 1/4in (69 x 63 1/2 x 13 1/2 cm) with base 


$50,000 - 80,000 
£41,000 - 58,000 
HK$390,000 - 550,000 


ДЕЕ TP E ER 


Provenance 
Parke-Bernet Galleries Inc., New York, 11-12 November 1938, lot 217 
Sotheby Parke-Bernet Inc., New York, 1-2 June 1977, lot 370 


来 源 
租约 Parke-Bernet Саіейеѕ% #7, 19384113 11-128, Ж 217 
HAAR ВЕРагке-Вегпе і fT, 1977463 1-29, тн 370 
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The present lot as illustrated in the 1938 sale catalog. 


Parke-Bernet Galleries, Inc., sale catalog 
of 1938, the present lot offered as lot 217. 


This image of Maitreya, the Buddha of the Future, is typical of the Another seated Maitreya figure of this type with guardian lions from the 
Northern Wei style (386-534) as it developed at the Longmen cave Fogg Art Museum was included in the China Institute exhibition and 
complex during the fifth and sixth centuries. Located outside the Wei accompanying catalogue by Annette Juliano, Art of the Six Dynasties, 
capital of Luoyang in Honan province, sculptural activities at Longmen New York, 1975, no. 50 

lasted from approximately 500 to 750. This image displays a non- 

Chinese seated posture with legs crossed at the ankles. The torso is See also Lung Men Shih K'u, Wenwu, 1961, pls. 23 and 24 for similar 
Slender and elongated and the thin garment has been depicted in a figures in situ at Longmen, Honan Province. 

schematic fashion with folds, scarves and hemlines organized into a 

flat, pattern-like arrangement typical of the Northern Wei style. 


Opposite page: 
The present lot in the Hartman New York apartment. 
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A FINE PAIR ОЕ CLOISONNE ENAMEL AND GILT-COPPER 
CROUCHING LION CANDELABRUM 

Qianlong 

The mirrored seated pair each modeled looking back over one 
shoulder and clutching a large branch of gilt-metal prunus branches 
supporting three bud-form candle holders, the bodies of each beast 
decorated with coiling archaistic chilong, ribboned emblems and 
stylized lotus heads, on a ground of fur markings in shades of blue and 
turquoise. 

15 1/2in (39.5cm) high; 13 1/4in (33.5cm) long 


$20,000 - 30,000 
£16,000 - 25,000 
HK$160,000 - 230,000 


TELE A 


For a similarly sized and decorated figure of a qilin from Les Arts 
Decoratifs-musee des Arts decoratifs, Paris, see Beatrice Quette (Ed.), 
Cloisonne, Chinese Enamels from the Yuan, Ming, and Qing Dynasties, 
New York, 2011, p. 278, no. 107. 


See also another single lion beast, that sold at Sotheby's Paris, 13 
June 2007, Cloisonnes d'Exception, Collection Juan Jose Amezaga, 
part 1, lot 22, with dark blue fur thats on a turquoise ground, as 
opposed to the reverse color scheme on the pair offered here. 


An example of a cloisonne chimera is illustrated in Metal-bodied 
Enamel Ware, The Complete Collection of Treasures of the Palace 
Museum, Hong Kong, 2002, p. 123, pl. 119. See also two ailin figures 
from the C. Ruxton and Audrey B. Love Collection sold at Christie's 
New York, 20 October 2004, lot 610. 
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CAMILLE PISSARRO (1830-1903) 

Le Pont-Royal, temps gris lumineux 

signed and dated “С. Pissarro. 1903’ (lower right) 
oil on canvas 

21 7/16x 25 11/16 in (54.5 x 65.2 cm) 

Painted in 1903 


FARB ° HYDE (1830-1903) 
(HARB, MAKER) 


KAM Н Hf: “С. Pissarro. 1903’ (4 F) 
油彩 dn 

21 7/16 x 25 11/16 ЎЧ (54.5 x 65.2 公分 ) 
121903 


$1,200,000 - 1,800,000 
£990,000 - 1,500,000 
HK$9,400,000 - 14,000,000 


Provenance 

Julie Pissarro Collection, Éragny (the artist's wife, by descent from the artist in 1904). 

Jeanne Pissarro-Bonin Collection, Paris (the artist's daughter, a gift from the above in 1921). 
E. J. Van Wisselingh & Co., Amsterdam, no. 5500. 

Harry Stevenson Southam Collection, Ottawa, by 1939. 

Martin and Sidney Zimet Collection, New York. 

Sam Salz Inc., New York (acquired from the above in November 1961). 

Daniel and Estelle Maggin Collection, New York (acquired from the above in December 1961). 
Sale: Sotheby Parke Bernet Inc., New York, May 17, 1978, lot 54. 

Acquired at the above sale by the present owner. 


Exhibited 

Paris, Galerie Manzi-Joyant, Exposition rétrospective d'oeuvres de Camille Pissarro, January 26 — 
February 14, 1914, no. 45. 

Paris, Galerie Nunés & Fiquet, La Collection de Madame Veuve C. Pissarro, May 20 — June 20, 
1921, no. 23 (titled ‘Le Pont-Royal (soleil l'aprés-midi)). 

New York, Wildenstein & Co. Inc., C. Pissarro, March 25 - May 1, 1965, no. 86 

(titled ‘La Seine à Paris, Pont Royal’). 

Dallas, Dallas Museum of Art, The Impressionist and the City: Pissarro's Series Paintings, November 
15, 1992 — January 31, 1993, no. 122 (later traveled to Philadelphia & London). 

Jerusalem, The Israel Museum, Camille Pissarro: Impressionist Innovator, October 11, 1994 — 
January 9, 1995, no. 111 (later traveled to New York). 


Literature 

L.-R. Pissarro & L. Venturi, Camille Pissarro, son art — son oeuvre, vol. I, Paris, 1939, no. 1293, p. 
260 (titled ‘La Seine à Paris Pont Royal’; illustrated vol. Il, pl. 251). 

J. Pissarro & C. Durand-Ruel Snollaerts, Pissarro, Catalogue critique des peintures, vol. IIl, Paris, 
2005, no. 1486 (illustrated p. 900). 
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Camille Pissarro in his studio at Eragny. 


In 1903, the final year of his life, Camille Pissarro produced seven oil 
paintings depicting the Pont-Royale from his room in the Hötel du Quai 
Voltaire. The present work, entitled Le Pont-Royal, temps gris lumineux, 
showcases the view looking left from the window of his room, opposite 
the Louvre's Denon wing and the Pavillion de Flore on the Right Bank, 
with the Pont de Solferino in the background. 


Le Pont-Royal, temps gris lumineux presents, as the title suggests, a 
view of the Pont-Royale against bright gray weather. The upper half 
of the composition is dominated by sky, balanced by a more detailed 
lower section, featuring the green water of the river, a gently arcing 
bridge, deciduous trees, and a busy road along dramatic orthogonal 
lines populated by jauntily bustling carriages and pedestrians. The rich 
impasto, tonal harmony, and stunning execution exemplify Pissarro's 
technical mastery and success at translating modern urban snapshots 
to painted canvas. 


Pissarro painted his first scene of urban life in 1893, a departure from 
the rural scenes that had previously dominated his oeuvre. Of his 1,500 
paintings, about 300 are urban views, specifically of Paris, Rouen, 
Dieppe, and Le Havre. Fewer than 30 of these paintings have been 
offered publicly in the last decade. In 1897, Pissarro began his work on 
Series of Parisian landscapes, including the Saint-Lazare train station as 
seen from the Hótel Restaurant Garnier, the Boulevard Montmartre and 
the Boulevard des Italiens as seen from the Hótel de Russie, the Avenue 
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de L'Opéra as seen from the Hótel du Louvre, the Tuileries Gardens 
as seen from an apartment at 204 rue de Rivoli, and the Square du 
Vert Galan and the Pont Neuf as seen from an apartment on 28 Place 
Dauphine. Pissarro's urban landscapes were exclusively observed and 
painted from behind hotel windows. The artist would often select hotel 
rooms on upper levels to get a more expansive view. "Since l've been in 
Paris,” Pissarro wrote to the critic and collector Julius Elias in 1902, “I’ve 
been able to work from my window incessantly; I've had effects that 
charmed me in their finesse. The view...is an absolutely exquisite and 
captivating subject" (Camille Pissarro quoted in M.A. Stevens (ed.), The 
Impressionist and the City: Pissarro's Series Paintings, exh. cat., Dallas, 
1992, p. 38). By working in hotel rooms above the busy streets, Pissarro 
removed himself from interaction with his subjects, and therefore 
granted himself, and the viewer, an expansive, divine perspective. 


Painting indoors was necessitated by recurring health issues; managing 
an infection of the lacrimal duct from 1889 to the end of his life, he was 
advised to protect his eyes by avoiding drafts by his ophthalmologist, Dr. 
Parenteau. Such a change proved antithetical to Impressionist practice, 
in which working en plein air was characteristic. "Most importantly, 
working outdoors meant that he had an endless choice of subjects and 
viewpoints. In contrast, working behind a window meant that the artist 
could not move and that the view, likewise, remained the same. This is 
how Pissarro came to repeatedly paint the same motif-that is, to work in 
series" (quoted in C. Durand-Ruel Snollaerts & C. Duvivier, Pissarro: The 


Camille Pissarro, Matin, journee nuageuse, Rouen, 1896, The Metropolitan Museum of Art, New York. 


First Among the Impressionists, Paris, 2017, p. 159). In spite of these 
confines, Pissarro’s urban depictions successfully convey the dynamic 
range of the city, each composition distinct from the next. 


Regarding his interest in rendering the aesthetic nuance in urban 
landscapes, Pissarro wrote to his son Ludovic-Rodolphe in 1903, 
“You know that the motifs are of secondary interest to me. What 1 
consider first is the atmosphere and the effects” (Pissarro quoted in 
M.A. Stevens, (ed.), The Impressionist and the City: Pissarro's Series 
Paintings, exh. cat., Dallas, 1992, p. 38). "By playing on the changes of 
season and the variations in the weather and light," Joachim Pissarro 
wrote, "by multiplying the angles of vision and utilizing canvases of 
different formats, he created a stunning range of effects" (J. Pissarro & 
C. Durand-Ruel Snollaerts, ор. cit., Paris, 2005, vol. IIl, p. 826). Pissarro, 
a tireless worker, would often alternate between several paintings in 
progress as the light and weather conditions changed, capturing the 
city in all its seasonal iterations. 


A foundational figure ofthe Impressionist movement, and the only artist to 
participate in all eight Impressionist exhibitions between 1874 and 1886, 
Pissarro served as a mentor to younger artists. Born in 1830, Pissarro 
was around a decade older than the majority of the Impressionists, 
with notable exception in similarly-aged Édouard Manet. Close friend 
and collaborator Paul Cézanne declared to art dealer Ambroise Vollard, 
"We learned everything we do from Pissarro. He had the good luck 


to be born in the Antilles where he taught himself to paint without a 
teacher. So he told me. As early as “65 he had eliminated black and 
bitumen, sienna and the ochers; it's a fact. He told me to never paint 
with anything other than the three primary colors and their immediate 
derivatives. It's he who was really the first Impressionist" (quoted in P.M. 
Doran, (ed.), Conversations with Cezanne, Berkeley, 2001, p. 122). 
Pissarro's eagerness to experiment with subject and style, epitomized 
by the contrast between his rural and urban work, is suggestive of an 
artist who possesses immense talent, range, and an innovative spirit. 


Le Pont-Royal, temps gris lumineux was retained by Pissarro's family for 
at least two decades following his death, first owned by Julie Pissarro, 
the widow of the artist, and later gifted to their daughter, Jeanne 
Pissarro-Bonin. The painting has subsequently been held by several 
distinguished private collections, including that of Harry Stevenson 
Southam, publisher of The Ottawa Citizen newspaper, chancellor of 
Carleton College, and chairman of the National Gallery of Canada; and 
Daniel and Estelle Maggin. Mr. Maggin was the chairman of Diebold 
Inc., a philanthropist, and renowned collector of rare books and 
French Impressionism. The painting has been cherished in its current 
private collection for over forty years. Similar examples are found at the 
Metropolitan Museum of Art in New York, the National Museum Cardiff 
in Wales, and the Honolulu Museum of Art. 
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“If | became a painter, 
itisto Eugene Boudin that | owe that fact.” 
- Claude Monet 


22 

EUGENE BOUDIN (1824-1898) 

Camaret. L'Estuaire 

signed and dated '73 E. Boudin' (lower left) 
oil on canvas 

21 1/4 x 35 1/16 in (b4 x 89 cm) 

Painted in 1873 


HA At (1824-1898) 
《 卡 马 雷 特 江 口 》 
签名 及 日 期 ;'73 E. Boudin’ (Æ F) 


21 1/4 x 35 1/16 ЖЕ] (54 x 89 公分 ) 
VERN18734E 


$300,000 - 500,000 
£250,000 - 410,000 
HK$2,300,000 - 3,900,000 


Provenance 

Wildenstein & Co. Inc., New York. 

Private collection, by 1973. 

Sale: Sotheby’s, London, July 1, 1980, lot 28. 
Acquired at the above sale by the present owner. 


Exhibited 

London, Marlborough Fine Art, Eugene Boudin, 1824-1898, Retrospective Exhibition in Aid 
of the Artists’ General Benevolent Institution, November — December 1958, no. 20 (titled 
‘View of an Open Estuary’). 


Literature 
R. Schmit, Eugene Boudin, vol. I, 1824-1898, Paris, 1973, no. 898 (illustrated p. 318). 
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A MASSIVE MING BLUE AND WHITE DRAGON BASIN 

Jiajing six-character mark and of the period 

The circular basin with sharply rising sides and painted in rich dark 
cobalt blue with two lithe five-clawed horned dragons striding around 
the body on a ground with numerous fire-scrolls and a wide band of 
leafy scrolling lotus, set between double lines at the foot and below the 
rounded rim which bears the six-character reign mark in a line above 
one dragon, the rim with further concentric rings. 

36in (91.4cm) diam; with wood stand 29 1/2in (75cm) high 


$40,000 - 60,000 
£58,000 - 82,000 
HK$550,000 - 780,000 


ВН (KHER) BGT BK BEER БОН AL. 
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Lot 23 


Compare the similar Jiajing blue and white dragon basin in the 
collection of the Beijing Palace Museum, illustrated in Imperial 
Porcelains from the Reign of Jiajing, Longging and Wanli in the Ming 
Dynasty: A Comparison of Porcelain from the Imperial Kiln Site at 
Jingdezhen and Imperial Collection of the Palace Museum, Vol. II, 
Beijing, 2018, p. 747, (fig. 1). 


For another from the Collection of the Art Museum, The Chinese 
University of Hong Kong, with similarly dispersed dragons, one with 
neck coiled to look over its back to the dragon behind, but set on 
cloud scrolls rather than the stylized scrolling lotus of the Hartman 
example, see Lai Suk Yee (Exec. editor), Enlightening Elegance, 


Imperial Porcelain of the Mid to Late Ming, The Huaihaitang Collection, 


Hong Kong, 2013, pp. 132-133, no. 17. 
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A Jiajing-marked 'dragon' basin of smaller size in the collection of the 
Shanghai Museum, is illustrated by Wang Qingzheng and Fan Jirong 
(eds.), Selected Ceramics from the Collection of Mr. & Mrs. J. M. Hu, 
Shanghai, 1989, p. 54, no. 21. Compare also the blue and white 
dragon basin of smaller size in the collection of the Beijing Palace 
Museum, op. cit., p. 469, no. 275, described as Wanli period. 


Fig. 1 From the Collection of the Beijing Palace Museum, after Imperial Porcelains from the Reign of Jiajing, 
Longqing and Wanli in the Ming Dynasty: A Comparison of Porcelain from the Imperial Kiln Site at Jingdezhen and 
Imperial Collection of the Palace Museum, Vol. Il, Beijing, 2018 


In the Mary Anne Rogers 1988 catalog of the loan exhibit from the 
Idemitsu Museum of Arts, titled The Pursuit of the Dragon: Traditions 
and Transitions in Ming Ceramics, Seattle, 1988, p. 106, the author 
notes that the typical Jiajing dragon has 'lumpy brows and straining 
eyes, haloed by sharply fringed lashes, thick tresses sweeping from 
beneath the necks into high coiffures, and strong curving bodies 
propelled by widely stretched limbs’; all so readily on display in this 
wonderful basin, and set against an unusual scrolling lotus ground 
rather than the more ubiquitous cloud or fire scrolls. According to R. 
L. Hobson, The Wares of the Ming Dynasty, London, 1923, p. 19 and 
p. 110, where the author notes that the large size of these dragon- 
decorated basins made them particularly difficult to manufacture, and 
that this type of ware required up to nine days in the firing and that the 
low rate of success often drove the imperial potters to despair. 


Compare to another large basin of similar size decorated with dragons 
amidst lotus scroll illustrated by R. L. Hobson, The Wares of the Ming 
Dynasty, New York, 1923, pl. 26, fig. 2. 


THE ALAN AND SIMONE HARTMAN COLLECTION | 115 


24 


24 

TWO ORMOLU-MOUNTED KAKIEMON FIGURES 

The porcelain Edo period (1615-1868), mid-18th century; the mounts 
European, 18th/19th century 

Both glazed porcelain decorated in overglaze enamels, the rooster 
with gilding; the first comprising a seated yamabushi (warrior monk) 
with characteristic topknot and shoulder straps holding a hora (conch- 
shell trumpet) to his mouth and a separate circular vessel to his left, 
mounted on a gilt-metal rococo-style base including a candleholder 
and with a bronze lid on the vessel surmounted by a turban shell; the 
second a rooster seated on a gilt-metal base, unsigned (2) 

5 1/4in (13.8cm) high; 7in (17.8cm) long (monk); 8 1/4in (21cm) high 
(rooster) 


$2,000 - 3,000 


£1,600 - 2,500 
HK$16,000 - 23,000 
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AN ARITA FIGURE OF A PUPPY, SUPPORTING A CLOCK WITH 
ORMOLU MOUNTS AND A CHINESE PORCELAIN FINIAL 

The porcelain Edo period (1615-1868), mid-18th century; the clock 
18th century, the mounts 18th/19th century, French 

Comprising a glazed porcelain figure of a puppy decorated in 
overglaze enamels with typically bold splashes of black, turquoise, and 
dark blue representing the animal's markings, standing on a French 
gilt stand carved with plants, a snail, and two lizards, and supporting 
a clock with circular movement striking the hour and half hour on the 
bell by means of a count wheel, anchor escapement with silk thread 
suspension pendulum, the face and movement signed Etienne Lenoir, 
A Paris, the finial a glazed Chinese blanc de chine figural group in 
glazed porcelain modeled as a Chinese lady and gentleman 

18 1/4 x 10 7/8 x 8 1/4in (46.2 x 27.7 x 20.9cm) 


$5,000 - 7,000 
£4,100 - 5,800 
HK$39,000 - 55,000 


Provenance 
Christie's New York, March 26, 1998, lot 167 
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26 

HENRI FANTIN-LATOUR (1836-1904) 
Pivoines et boules de neige 

signed and dated ‘Fantin 78’ (upper right) 
oil on canvas 

17 5/16 x 18 7/8 in (44 x 35.3 cm) 


Painted in 1878 

FA IFT HEI (1836-1904) 
(РЕВ BORE) 

AM AH: ‘Fantin 78’ (右上 ) 

油彩 Et 

17 5/16 x 13 7/8 xh] (44 x 35.3 公分 ) 

1F]518784F 


$180,000 - 250,000 
£150,000 - 210,000 
HK$1,400,000 - 2,000,000 


The authenticity of this work has been confirmed by Brame & 
Lorenceau. This work will be included in the forthcoming Henri 
Fantin-Latour Catalogue raisonné des peintures et pastels, 
currently being prepared. 


Provenance 

Alexander Reid, Glasgow; his sale, Hótel Drouot, Paris, 

June 10, 1898, lot 28. 

Ruth Edwards Collection, London. 

E.J. van Wisselingh & Co., Amsterdam. 

Wildenstein & Co., Inc., New York. 

Pamela Woolworth Combemarle Collection, New York; her sale, 
Christie's, London, November 27, 1964, lot 38. 

Arthur Tooth & Sons, London (acquired at the above sale). 

Sale: Sotheby's, London, April 21, 1971, lot 6. 

Frost & Reed Ltd., London (acquired at the above sale). 

Michael F. Drinkhouse Collection, New York; his sale, Sotheby's, 
New York, May 17, 1978, lot 6. 

Acquired at the above sale by the present owner. 


Exhibited 

Amsterdam, E.J. van Wisselingh & Co., Cent ans de peinture 
francaise, April 16 — May 5, 1928, no. 29 (titled ‘Fleurs Diverses’ and 
dated 1872). 

London, Frost & Reed Gallery Ltd. and Christopher Wade, A Collection 
of Twenty-One Important Paintings, 1973, no. 6. 


Literature 

V. Fantin-Latour, Catalogue de l'oeuvre complet de Fantin-Latour, 
Paris, 1911, no. 892. 

M. Verrier, Fantin-Latour, Paris, 1978, p. 35 (illustrated). 
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Henri Fantin-Latour in his studio. 


“The canvases of M. Fantin-Latour do not 
assault your eyes, do not leap at you from the 
walls. They must be looked at for a length of 
time in order to penetrate them, and their 
conscientiousness, their simple truth—you take 
these in entirely, and then you return.” 


- Émile Zola 
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By the 1860s, still life painting became increasingly important to 
Henri Fantin-Latour's oeuvre as he shifted away from portraiture to 
accommodate a growing English market. The popularity of the artist's 
floral arrangements across Victorian audiences was in large part to the 
patronage of the affluent English couple Edwin and Ruth Edwards. The 
couple quickly became the artist's greatest patrons of still lifes, buying 
his work in large quantities and encouraging many of their friends, such 
as fellow artist James McNeil Whistler, to do the same. Even after her 
husband's death in 1879, Ruth continued to support the artist, as is the 
case with the present work. 


Henri Fantin-Latour, Roses in а Vase, 1872, Museum of Fine Arts, Boston. 


Not only did these floral subjects provide the artist with financial 
success, but they also provided a means to hone his sense of 
color and composition. Unlike the complicated, large scale floral 
compositions most painters employed to show off their skills, Fantin- 
Latour preferred to work with simple arrangements that allowed him 
to focus his attention to the composition of each individual blossom, a 
quality which his English collectors particularly appreciated. Indeed, the 
present work showcases the artists ability to capture the delicate details 
of each individual petal while also retaining the roundness and weight 
of the overall bloom themselves. The symphony of white is contrasted 
perfectly by the bright background, setting off the intricate shading to 
the densely layered blossoms the artist so painstakingly painted. 


This incredible eye for detail was developed during the artist's early 
years as a portrait painter. Such focused training allowed the artist to 
Scrutinize each flower with remarkable specificity. According to Edward 
Lucie-Smith, "His belief, academic in origin, that technique in painting 
was separable from the subject to which the artist applied it, enabled 
him to see the blooms he painted not as botanical specimens, but as 
things which, though not necessarily significant in themselves, would 
generate significant art upon the canvas. At the same time, the naturalist 
bias of the milieu in which he had been brought up encouraged him to 
try and give a completely objective description of all the nuances of color 
and form which he saw in the bouquet he had arranged" (quoted in E. 
Lucie-Smith, Henri Fantin-Latour, New York, 1977, pp. 22-23). 
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A SMALL WHITE MARBLE FIGURE OF А DVARAPALA 

Tang Dynasty 

Wearing a crown of lotus petals and in contrapposto swirling motion with 
head held high, a halo centering the back of the head, the left arm raised 
to the figure's bared chest, the lower body with ribboned robes and belt. 
9 3/4in (24.8cm) high; 13 5/8in (34.6cm) high with base 


$8,000-12,000 
£6,500-9,800 
HK$63,000 - 94,000 


Ж KEA JERA 


Provenance 
From a Connecticut Collection 
Christie's New York, 9-11 May 1981, lot 556 


Published 

Osvald Sirén, Chinese Sculpture: from the Fifth to the Fourteenth Century, 
Thailand, 1998, re-print of the Stockholm 1925 first edition, pl. 250A 
Osvald Sirén, 'Chinese Marble Sculptures of the Transition Period', The 
Bulletin of the Museum of Far Eastern Antiquities, No. 12, Stockholm, 
1940, PI. М-а, p. 487, noted by the author (now in the museum in 
Philadelphia) 


来 源 
康 乃 狄 克 州 私人 藏品 
和 组 狗 佳 士 得 拍 献 行 ，1981 年 5 月 9-11 日 ， 拍 品 篇 号 556 


出 版 
喜 龙 仁 ，Chinese Sculpture: from the Fifth to the Fourteenth 
Century，1925 年 斯 德 哥 尔 摩 初 版 ，1998 年 泰国 再 版 ， 图 版 篇 号 250A 
喜 龙 仁 ，” Chinese Marble Sculptures of the Transition Period', The 
Bulletin of the Museum of Far Eastern Antiquities, 121], HTA 
FE, 19404E, ЕЛ Ү1-а, HAST, (FÅR (现存 蕉 一 费城 博物 馆 ) 


Sirén attributed this sculpture to the "transition period' of Northern Qi 
dynasty (550-557) and from Chili, or Zhili Êk, referring to present day 
Hebei province, where the finest white marble Buddhist sculptures were 
produced in the Northern Qi and early Tang dynasties. 


Sirén further speculated that this fragmented sculpture was probably 
intended for a domestic altar rather than for the temple. His theory may be 
supported by the 1953 discovery of over 2000 fragments of white marble 
Buddhist statues in Quyang, Hebei province, unearthing dated examples 
ranging from the end of Northern Wei to Eastern Wei, Sui and early Tang 
dynasties. The Quyang sculptures were small in size, often with dedicatory 
inscription from commoners rather than by imperial commission. The 
wealth of materials became the basis for the study of iconography and 
Style in the Hebei region. 


The present example may have belonged to a large group of Buddhist 
figures. Although the fierce facial expression and the twisting posture 
are typical of Tang dynasty characteristics, it is useful to compare, for 
example, a group of Buddhist figures centering a Shakyamuni and 
another group centering a Avalokitesvara, both from the Wanfo Temple 
in Chengdu, Sichuan province, dated by inscription to the southern state 
of Liang, 522 and 548 respectively, illustrated by Feng Hejun in Quyang 
baishi zaoxiang yanjiu (Research on White Stone Carvings of Quyang), 
Beijing, 2005, p. 135, nos. 66-67. 
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The present lot as illustrated after Sirén, 
Chinese Sculpture, 1925 
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A LARGE SANCAI-GLAZED CAPARISONED FERGHANA HORSE 

Tang Dynasty 

The superbly modeled horse standing four square on a rectangular base, wearing an unusual 
floral-incised sancai-glazed saddle and saddle cloth with short stirrups to the sides, the straps 
of the hind quarters, the forelegs and the head with large almond-shaped tassels equally 
spaced along their length, the mane swept in curving ridges to one side of the neck and 
glazed in a dark amber glaze that continues over the entire body of the horse. 

27 x 33 x 7 3/4in (65 x 84 x 19.2cm) 


$20,000 - 40,000 
£25,000 - 41,000 
HK$230,000 - 390,000 


SHE RGD 


Horses from the Ferghana Valley in Central Asia were considered a particular prize in Tang 
dynasty society, where sumptuary laws restricted the ownership of horses to the aristocracy. 
Adorned with a gaily tasseled harness with elaborate trappings and covered with elegant 
sancai glazes in shades of amber, green, and straw glaze on the chestnut-colored body, this 
prestigious breed, known for its spirited nature and muscular build, was a symbol of wealth 
and status for its owner. This present lot is distinguished in the treatment of its elegant, 
realistic mane, and fine tassel trappings adorning its powerful body. 
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Compare two similar caparisoned horses in the collection of the Kyoto 
National Museum, illustrated in the exhibition catalog organized by the 


Мели Institute of Fine Arts, Tang Pottery and Porcelain, Tokyo, 1988, p. 


39, no. 34, with description on pp. 87-88, where the author illustrated 
a very similar example from the tomb of Tang dynasty Crown Prince 
Yide in fig. 1, excavation report published in the archaeology journal 
Wenwu, 1972, No. 7. See also a slightly larger horse with a cream- 
colored mane, formerly in the Tsui Museum of Art, sold at Sotheby's 
16 March 2015, lot 3225. 
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For another large sancai glazed horse with almond-shaped tassels 
hanging from the caparisons, see Sotheby's New York, 20 March 
2007, lot 608. Similar tassels can be found on a blue and sancai 
glazed horse excavated in 1965 at Luoyang, Henan Province and 
illustrated in Zhongguo wenwu jinghua daquan taoci juan, Taipei, 1993, 
no. 521. 


INVESTIGATIONS AND STUDIES 
JADE 
CATALOGUE 
Heber Reginald Bishop (1840-1902) Frontispiece of the present lot. 
29W " 
THE BISHOP COLLECTION. INVESTIGATIONS 19064 ERR Sc (ЧЕБЕШ Di : ERS) ME 
AND STUDIES IN JADE Е 
George Frederick Kunz (1856-1932), Robert Lilley (1839-1914), WE: mo ITE НН ш. BLY (George Frederick Kunz, 1856-1932) 、 
Stephen Wootton Bushell (1844—1908) et. al. 给 伯 特 : 利 莱 (Robert Lilley, 1839-1914) Ж 7% (Stephen Wootton 
New York: privately printed by the De Vinne Press, 1906. 2 volumes. Bushell, 1844-1908) 等 u 
LIMITED EDITION, no. 14 of 100 copies, printed on American 版 本 : REN, 81002, EMEA, ЖООИ 
hand-made paper, an etched portrait of Heber Reginald Bishop 
(1840-1902) as the frontispiece, with over 90 plates (some colored), Provenance 


including original watercolor drawings by Li Shih-ch’uan, copperplates, Nicholas II (1868-1918) Emperor of Russia, (presentation binding 
lithographs, woodcuts, gelatine prints and diagrams, red morocco gilt with his arms on covers, Winter Palace bookplate); Alan and Simone 
binding with the House of Romanov Imperial coat of arms by Stikeman Hartman (bookplate) 

& Co., with dark red moiré silk linings, the top edge gilt, others uncut. Christie's London, 29 November 1972, (lot unlisted) 


Vol. I: 24 3/4 x 20 x 5in (63 x 51 x12.8cm) Charles W. Traylen, British bookseller 
Vol. 1: 24 3/4 x 19 x 3 3/4in (63 x 48.3 x 9.5cm) (2). Alan and Simone Hartman Collection (post 1972) 
$100,000 - 150,000 来 源 
£120,000 - 160,000 俄 皇 Nicholas II (1868-1918), EX sa AR EN ; 艾 偷 与 西蒙 哈 特 
HK$1,200,000 - 1,600,000 = (NA) 
伦敦 佳 士 得 ，1972 年 11 月 27 日 (未 列 拍品 篇 号 ) 
[ad “ш Сһапев W. Traylen 
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Nicholas II (1868-1918), Саг of Russia 


The opulent catalog dedicated to jade meticulousiy documents 

the entire jade collection of Heber Reginald Bishop (1840-1902), a 
prominent entrepreneur, collector and philanthropist in New York’s high 
society at the turn of the 20th century. He held a preeminent status 

as an American collector of Asian jade during his era. His remarkable 
collection, comprising over 1,000 jade pieces, some hailed as 
masterpieces, was generously donated to the Metropolitan Museum of 
Art in 1902, several months prior to his passing and four years before 
the completion of the present catalog. A selection of over 100 pieces 
from the collection graces the exhibition "A Passion for Jade: The 
Heber Bishop Collection" at the Met 


The catalog, limited to 100 numbered sets, held a prestigious place 

in various international circles. The first eight sets were distributed 
among Bishop's heirs, while two sets were sent to the Library of 
Congress to obtain copyright. The remaining sets were presented to 
esteemed heads of states across Europe and Asia and were entrusted 
to important public institutions and libraries. Following the completion 
of printing, the type was disbanded, and the plates were subsequently 
destroyed. 


130 | BoNHAMS 


Winter Palace bookplate from the present lot. 


This monumental work was a collaborative endeavor, harnessing the 
expertise of numerous specialists, most notably mineralogist and 
mineral collector Dr. George F. Kunz, physician and sinologist Dr. 
Stephen Wootton Bushell and Dr. Robert Lilley, who served as the 
editor for both volumes. The two volumes comprise five sections. 
They commence with a general introduction, followed by explorations 
of the historical significance of jade in Chinese culture. Additionally, 
the volumes delve into jade from a scientific perspective, along with 
introductions to the various methods employed in working with jade 
and the end products of such labor. 


A brilliantly written short article by Chris Wright 'An American Tome of 
Chines Stone' published in the Antiquarian Book Review, November 
2003, pp. 6-7, is well worth the effort of tracking down. The author 
notes amongst many other fascinating facts that when the two 
volumes were published it was hailed as one of the most expensive 
books ever produced. Heber R. Bishop, an east-coast patrician and 
Presbyterian fund raiser, who established himself as a sugar exporter in 
Cuba before insurrection forced him off the island in 1868. 
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Texts from Yu Shuo їй (A Discourse on Jade), compiled in 1890 by Tang Jung-Tso ЖЕ 


As a goods transporter he turned his sights nationally, finally becoming 
a director of three railroad companies. But Bishop's legacy would 

be defined by his interest in jade, of which at the time it was said he 
had the largest accumulation in the world. Wright continues "that his 
collection housed by the Metropolitan Museum of Art in New York, 

is almost as famous as the gargantuan catalogue that accompanies 

it, a catalogue that testifies to the consumerism, megalomania and 
intellectual insecurity of the late 19th century tycoons". One-hundred 
Sets were produced by the De Vinne Press, each volume comprising 
36 color lithographs, 31 copperplate engravings, 17 woodcuts and 13 
watercolor drawings. The project took 20 years to complete at a cost 
of more than $200,000. 


Interestingly Bishop did not visit China until his 53rd year in 1892. Prior 
to this he had amassed his collection from the comfort of his luxurious 
Fifth Avenue townhouse. Bishop was surely conscious that his own 
collection was his passport to posterity and thus it ended up at the 
Metropolitan Museum in a fire-proofed and Louis XVI style furnished 
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room fitted by the best decorators of Paris, with fifteen cases of gilt 
bronze and plate glass to house the artifacts with an estimated value 
of half a million dollars. According to Wright, as he lay on his deathbed, 
he spelt out the conditions of his philanthropy. The two volumes would 
be limited to 100 copies, and none was to be sold for commercial 
gain. A list was drawn up of the institutions and royal families around 
the world would receive a copy. One was given to the British Museum, 
another to the Prince of Wales. However, the high proportion of 
American museums on the list has meant that three or four copies 
have been deaccessioned in the past 97 years. 


A color plate from the present lot. 


Of the four 
included th 


volumes that have appeared at auction to date, can be 
e following: 


1. Two volumes (the present example: Nicholas Il, Emperor of Russia) 
were sold at Christie's London, 29 November 1972, (lot unlisted) and 


purchased 
which ente 
(post 1972 


by the esteemed British bookseller, Charles W. Traylen and 
red the Alan and Simone Hartman Collection, New York 


2. An example that was owned by Elizabeth T. Harriman, one of 
four daughters of Heber R. Bishop and thence by descent, sold at 
Christie's New York, 15 Sep 20089, lot 157 (numbered 53 of 100) 


3. Another 


deaccessioned by the Metropolitan Museum of Art was 


sold at Christie's New York, 17 Sep 2010, lot 1141 (numbered 2 of 


100) 


4. Another 


that passed through the Heber Bishop family was sold at 


Christie's New York, 15 Sep 2011, lot 1412 (numbered 10 of 100) 


For a more 
Collection, 


extensive article on the jades in the Heber R. Bishop 
see Zhixin Jason Sun, 'A Story of Passion, Heber Bishop 


and his Collection of Jades', Arts of Asia, Hong Kong, March-April 
2016, pp. 90-97. 


A color plate from the present lot. 
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30 

HENRI MANGUIN (1874-1949) 
Nature morte aux cyclamens 

bears signature (upper right) 

oil on canvas 

38 3/8 x 51 5/16 in (97.5 x 130.3 cm) 
Painted in 1912 


享 利 . 芒 更 (1874-1949) 
《静物 与 仙 客 来 花 》 

有 签名 (ЖЕ) 

油彩 En 

8 3/8 x 51 5/16 英 时 (97.5 x 130.3 2849) 

EhMg124E 


zZ CO 


$150,000 - 200,000 
£120,000 - 160,000 
HK$1,200,000 - 1,600,000 


Provenance 

Galerie E. Druet, Paris, no. 7553 (acquired from the artist in April 1913). 

Willy Dubois Collection, Brussels, by 1946; his sale, Hötel Rameau, Versailles, June 7-8, 1967, lot 19. 

Sale: Parke-Bernet Galleries Inc., New York, April 3, 1968, lot 59. 

Colonel С. Michael Paul Collection, Palm Beach; his Estate sale, Sotheby’s, New York, February 21, 1985, lot 52. 
Richard Green, London (acquired at the above sale). 

Acquired from the above by the present owner in 1985. 


Exhibited 

Paris, Galerie E. Druet, Exposition Manguin, April 28 — May 10, 1913, no. 37. 

Barcelona, La municipalité de Barcelone, Exposition d'arts francais, 1917, no. 69. 

Brussels, Galerie Giroux, Peintres francais, October 1926. 

Brussels, Galerie Giroux, /’Exposition Anniversaire pour les trente-cinq ans d'activité de la G.G.G., September — October 1946, no. 96. 
Brussels, Galerie Giroux, Exposition de l'art vivant dans les collections privées belges, June 2-19, 1947, no. 54. 


Literature 


P. Cabanne, Henri Manguin, Neuchátel, 1964, no. 114 (illustrated p. 128). 
L. & C. Manguin & M.-C. Sainsaulieu, Henri Manguin, Catalogue raisonné de l'oeuvre peint, Neuchátel, 1980, no. 406 (illustrated p. 163). 
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“A painting by Manguin is aconcert 
of strong colors in which atrue red 
dominates red-oranges, purple violets, 
deep blues, dark greens, and golden 
yellows. Lines, shapes, everything is 
strong. Everything is striking. It is an 
exalted painting that warms the heart 
and gives joy.” 


(Charles Terrasse quoted in J.-L. Ferrier, 
The Fauves: The Reign of Colour, 
Paris, 1992, p. 132). 


Henri Matisse, Seville Still Life, 1910-1911, The State Hermitage Museum, Saint Petersburg. 


Image: Archives Henri Matisse, all rights reserved. 


Henri Manguin was primarily associated with the Fauve movement, 
working alongside artists such as Henri Matisse, André Derain and 
Raoul Dufy. He most notably employed pastel hues to depict beach 
Scenes and nude bathers on the French Riviera, capturing vivid 
scenes of turquoise Mediterranean waters and lush green vegetation. 
Manguin spent much of his later life living in the south of France, 
and this fruit-laden table provides a glimpse into the domestic life of 
the artist shared with his young wife and muse, Jeanne Carette and 
their family and sumptuous depictions of the surrounding landscape. 


Painted circa 1912, Nature morte aux cyclamens is a very rare, large- 
Scale canvas, evoking the strong palette used by Manguin, Albert 
Marquet and Henri Matisse, who first banded together in a group studio 
in 1904 at the genesis of the Fauve movement. The strongest palpable 
association is with the works of his friend Henri Matisse, whose vivid 
layering of patterns and flattened perspective Manguin admired. For 
example, in Matisse's extraordinary Seville Still Life of 1910-1911, one 
can see the direct influence in the juxtaposition of the patterns adorning 
the tablecloth and setees. The still life at the heart of the composition, 
however, suggests Manguin's admiration for the work of Paul Cézanne. 
It was compositions such as this that would earn him glowing praise 
from Guillaume Appolinaire: “Well composed, Manguin’s still lives please 
the eye more perhaps than the paintings. It is only in these compositions 
that his colorist's instinct can fully reveal itself without being constrained" 
(quoted in 'La Vie Artistique' in Exposition Manguin, L'Intransigeant, 
June 14, 1910). 
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Paul Cézanne, Nature morte au compotier, 1879-80, 
Museum of Modern Art, New York. 
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HENRI MANGUIN (1874-1949) 
Soleils 

signed 'Manguin' (lower right) 

oil on canvas 

21 1/2 x 18 7/16 in (54.6 x 46.8 cm) 
Painted in 1940 


FAE (1874-1949) 
«Tal Н 246) 

245: 'Manguin' (Æ F) 

{ 彩 eg AT 

1 1/2 x 18 7/16 英 时 (54.6 x 46.8 公分 ) 

FM 9404 


ZN 


$30,000 - 50,000 
£25,000 - 41,000 
HK$230,000 - 390,000 


Provenance 

Claire Redon Collection, Rambouillet (acquired from the artist in January 1949). 
M. Menjoz Collection, Cannes (acquired circa 1959). 

Sale: Sotheby's, New York, May 11, 2000, lot 372. 

Acquired at the above sale by the present owner. 


Literature 


L. & C. Manguin & M.-C. Sainsaulieu, Henri Manguin, Catalogue raisonné de l'oeuvre 
peint, Neuchátel, 1980, no. 1135 (illustrated p. 355). 
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A LARGE AND MAGNIFICENT SANCAI-GLAZED 

BRAYING BACTRIAN CAMEL 

Tang Dynasty 

Striding forward on a shaped base with neck raised high and mouth held 
open in a braying motion, a wax-resist sancai glazed saddle cloth with 
pie-crust edge, pierced and laid over the two shaggy-fur humps that lean 
to left and right, the tops of the humps, the neck fur, mane and thighs 
also under a dark black-brown glaze the body amber glaze and with 
green glaze dribbling from the saddle cloth. 

31 1/4 x 20 1/2 x 9 3/4in (82 x 53.2 x 24.7cm) 


$60,000 - 90,000 
£49,000 - 74,000 
HK$470,000 - 700,000 


38 KE = [ЕЕЕ 


Superbly modeled with an arched neck and mouth open wide as it brays, 
the Hartman camel is an iconic example of sancai sculptures created 
during the Tang dynasty. The extraordinary sense of realism, conveyed by 
the forward moving posture, enhanced by the strong and slender legs, 
highly detailed with tendons and naturalistic tufts of dark fur, and the tall 
humps gently swaying to either side of the body, shows a remarkable 
degree of observation on the sculptor's part which is rarely otherwise 
encountered on figures of this period to this extraordinary degree. 


The splendid figure was individually sculpted and would have been 
extremely expensive to produce, commissioned exclusively for the 
internment of an elite member of the Tang society, symbolizing the 
continuation of wealth and social status in the afterlife. Ancestors in 
China were deemed guardians and active participants to the life of 
their living offsprings, if provided with continuous care. Thus the tomb 
chambers were often painted with servants, gardens and buildings, and 
the burial content filled with life-like models and a variety of necessities, 
as if creating a living quarter for the deceased. 


The earliest appearance of burial goods in ancient China were ritual 
jade carvings from the Neolithic period such as Hongshan and Liangzhu 
cultures. Ritual bronze food and wine vessels became mainstream in 
the Shang and Zhou dynasties, when the vessels served as a medium 
to communicate with gods and ancestors. By the time when Qin 
Shihuangdi (259-210 B.C.), the First Emperor of China, was building 
his own mausoleum, a terracotta army was reproduced in greater than 
life-size figures and strategically placed surrounding the main tomb 
which remains undisturbed today. As Sima Qian (d. 86 BC.), China's 
most celebrated historian, has noted, Qin Shihuangdi's burial chamber 
resembles a microcosm that encloses a palace with flowing mercury 
rivers and heavenly creatures. 


Burial arrangements were restricted by the social standing of the 
deceased and guarded by the state governance. By the Tang dynasty, 
the burials constructed for the highest-ranking members of the society 
would include a group of thirteen large sancai pottery figures: two earth 
Spirits, two lokapalas, two civil officials, two horses, two camels, and 
three grooms. The figures would have been placed at the entrance of the 
main burial chamber, guarding a wealth of luxury vessels and personal 
ornaments made of gold, silver, textile, and other precious materials. 
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In appearance, the Hartman camel recalls the Bactrian camel, which 
was imported into China from the areas of the Tarim Basin, eastern 
Turkestan and Mongolia. This species was highly regarded by the 
Tang emperors who established dedicated offices to oversee the 
imperial camel herds. Referred to as the 'ships of the desert', camels 
endured hot temperatures and were the essential vehicle of transport 
for merchants wishing to conduct trade with the oasis cities of Central 
Asia, such as Samarkand, Bukhara and Isfahan, along the trading 
routes of the Silk Road. 


Vast riches poured into the Tang capital, Chang'an (present day 

Xi'an, Shaanxi province), from the Silk Road. Merchants came from 
far afield to acquire silk, bamboo and lacquer wares, and imported 
perfumes, horse and jewels. Different types of food, spices, and wines 
were also imported in Tang China, as well as exotic musical genres, 
fashions and literary styles. In the arts, many foreign shapes such as 
amphoras, bird-headed ewers, rhyton cups, and decorative motifs 
Such as hunting scenes, floral medallions, garlands, swags, scrolling 
vines and Buddhist symbols, were imported from Central Asia and 
the Middle East. The recent excavation of thirty-seven tax receipts, 
recording approximately 600 payments, made in a year at a tax office 
outside Turfan (present-day Xinjiang Autonomous Region), testifies to 
the fast pace of trading activities during the Tang dynasty. Chang'an's 
two main markets, referred to as the Eastern and the Western Market, 
both filled with shops, eateries and tea houses, and additional trading 
centers were established in the proximity of its main gates. 
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The animated attitude of this remarkable camel is reminiscent of 
the running camels vividly depicted on the murals of Crown Prince 
Zhanghuai's tomb (d. 684), in Qianxian, Xi'an, Shaanxi Province, 
painted in A.D. 706 and 711, illustrated in Out of China's Earth: 
Archaeological Discoveries in People's Republic of China, Beijing, 
1981, pl. 258. 


Compare also with the large Tang dynasty sancai camel, similarly 
modeled in mid-stride and with a saddle suspending mask-shaped 
Sacks over a pleated cushion, from the Asian Art Museum of San 
Francisco, illustrated by William Watson, The Arts of China to AD 
900, Yale, 1995, p. 231, fig. 373. Another Tang dynasty sancai camel 
modeled in a similar posture as the present one, is in the collection 

of the British Museum, accession number 1936.1012.228, illustrated 
on the museum's website. Another magnificent camel is illustrated by 
Wan-go Weng and Yang Boda, The Palace Museum: Beijing, 1982, 
col. pl. 140. 


For another massive-sized camel in this posture and equipped with 

a saddle bag, see Sotheby's New York, 19 March 1997, lot 202. 

A sancai glazed camel bearing goods on its pannier, was sold at 
Christie's Hong Kong, 30 November 2016, lot 3305; another was sold 
in Christie's New York, 20 September 2005, lot 191. 
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AN ARCHAIC RITUAL BRONZE TRIPOD FOOD VESSEL AND COVER, DING 

Late Spring and Autumn-early Warring States Period, 5th century BC. 

Handsomely modeled and finely decorated with horizontal bands of entwined dragons in 
low relief, the body divided by a raised rope-twist line at the waist, a pair of 'U'-shaped 
handle raised from the shoulder, the shallow domed cover decorated with concentric 
bands of the same design with three loop ring handles on top centering a rectangular 
loose ring knob, all supported by three cabriole legs surmounted by taotie masks, the 
dark grey bronze with thin encrustations of malachite, cuprite, and earth. 

16 3/16in (41.2cm) across 


$20,000 - 30,000 
£16,000 - 25,000 
HK$160,000 - 230,000 


春秋 晚期 -战国 初期 纪元 前 五 世纪 ACA ANG 


Compare the bronze ding with very similar decoration, in the collection of Shouyang 
Studio, exhibited in the Shanghai Museum and the Art Museum of Chinese University 
of Hong Kong, illustrated in Ancient Chinese Bronzes from the Shouyang Studio: The 
Katherine and George Fan Collection, Shanghai, 2008, pp. 162-164, no. 60, described 
as early Warring States period. 


Compare also the closely related bronze ding and cover, in the collection of the Asian 

Art Museum of San Francisco, illustrated by Lefebvre d'Argencé, Bronze Vessels of 
Ancient China in the Avery Brundage Collection, Asian Art Museum of San Francisco, 
San Francisco, 1977, pp. 120-121, no. LII, described as late Spring and Autumn or early 
Warring States period, 1st half of 5th century BC. 


The discovery and excavation of the ancient foundry site in the mid-20th century at 
present day Houma, Shanxi province, unearthed over 1200 pieces of pottery molds and 
models used for bronze casting. The facility was established in early 6th century BC. 

by the rulers of the Jin State. The wealth of patterned pottery molds and models is an 
unparalleled source for understanding the style and the complex casting technologies of 
this period, specifically in the Shanxi region. 


Compare the model with cabriole legs with taotie mask similar to the present example, 
illustrated in Art of the Houma Foundry: Institute of Archaeology of Shanxi Province, 
Princeton, 1992, p. 92, no. 53, and pp. 122-123, nos. 37-44. Compare also the 
entwined dragon designs similar to the present example, published in the same volume, 
Op. cit., p. 255, nos. 378 and 380, and pp. 232-233, nos. 401-405. 
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34 

MAURICE UTRILLO (1883-1955) 

Le Chateau de l'Arbresle (Rhöne) 

Signed and dated 'Maurice, Utrillo, V, 1928,' (lower right) and inscribed 'Le Chateau de l'Arbresle, 
(Rhóne),' (lower left) 

oil on canvas 

23 9/16 x 29 in (59.9 x 73.6 cm) 

Painted in 1928 


HE. 


里 BLE (1883-1955) 
《了 呵 泵 布雷 勒 城堡 CHER) ) 

签名 及 日 期 :'Maurice, Utrillo, V, 1928' ( 右 下 ) XE ZI ‘Le Chateau de l'Arbresle (Rhône), (2= F) 
油彩 dn 
3 9/16 x 29 Ж] (59.9 x 73.6 A) 
Е2%19284 


13 


Ne) 


$30,000 - 50,000 
£25,000 - 41,000 
HK$230,000 - 390,000 


The authenticity of this work has been confirmed by the Comité Utrillo-Valadon. 
This work will be included in the forthcoming volume of the Maurice Utrillo 
catalogue raisonné, currently being prepared. 


Provenance 

Galerie Cauvin, Paris. 

Galerie André Weil, Paris. 

(possibly) Galeria Theo, Madrid. 

Sale: Cornette de Saint-Cyr, Paris, October 7, 1988, lot 75. 
Acquired at the above sale by the present owner. 


Literature 
P. Pétridés, L'oeuvre complet de Maurice Utrillo, vol. 11, Paris, 1962, no. 1208 (illustrated р. 501). 
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35 

EMILE-ANTOINE BOURDELLE (1861-1929) 

Madame Roussel au chapeau, petit modele 

inscribed with the artist's monogram, signed, numbered and stamped with the foundry 
mark “© BY Bourdelle Susse Foundeur Paris No. 2' (on the reverse) 

bronze with green patina 

14 1/8 in (35.8 cm) (height) 

Conceived in 1895. This bronze version cast by the Susse Fréres Foundry in the 19605 in 
an edition of 8 plus 2 épreuves d'artiste 


艾 米 勒 一 安东尼 . Fi (1861-1929) 
REFERER, NGU) 

铭刻 有 元 术 家 的 字母 租 合 , RA, e OED FEE ao «© BY Bourdelle Susse Foundeur 
Paris No. 2» (底座 ) 
ER Co S Sah 
14 1/8 BEIN (85.8 公分 ) (REE 
ВЕ 89546, BE BARKA EH ERE soo SEE BS 20 fe 60 ERE, DÅ 8 个 版 本 
和 2 MEHRERE, 


$7,000 - 10,000 
£5,800 - 8,200 
HK$55,000 - 78,000 


Provenance 

Charles E. Slatkin Galleries, New York, by 1961. 

Leigh and Mary B. Block Collection, Chicago; their sale, Sotheby's, New York, May 20, 
1981, lot 356. 

Philip and Muriel Berman Collection, Allentown, Pennsylvania (acquired at the above 
sale); their sale, Sotheby's, New York, January 19, 2005, lot 79. 

Acquired at the above sale by the present owner. 


Exhibited 

Ottawa, National Gallery of Canada, Antoine Bourdelle, October 1961 — November 1962, 
no. 47 (later traveled to New York, Toledo, St. Louis, Santa Barbara, San Diego, San 
Francisco and Cincinnati). 


Literature 

M. Dufet & I. Jianou, Bourdelle, Paris, 1978, no. 214 (another cast illustrated pl. 38). 
M. Dufet & C.M. Lavrillier, Bourdelle et la critique de son temps, Paris, 1979, p. 64 
(another cast illustrated). 
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Lot 36, one of a pair. 


36 

A RARE PAIR OF REVERSE GLASS MIRROR PAINTINGS OF 
ELEGANT LADIES IN NIGHTTIME TERRACE SCENES 

Late 18th-early 19th century 

Of vertical format with extremely rare nighttime scenes, each depicting 
an elegant beauty, one seated at a table reading, the other standing by 
a low cupboard, each with flowers and both on a fenced terrace with 
a backdrop of cylindrical columns and swathes of tied curtains, all set 
against a pitch-black backdrop. 

the mirrors 17 S/4in (45cm) X 12in (30.5cm), framed (2). 


$7,000 - 10,000 
£5,800 - 8,200 
HK$55,000 - 78,000 


RAGE N 
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Lot 36, one of a pair. 


For а very complete picture of the history of Chinese reverse glass 
paintings, see Francine Giese, Hans Bjarne Thomsen, Elisa Ambrosio, 
and Alina Martimyanova (Eds.), China and the West, Reconsidering 
Chinese Reverse Glass Painting, Berlin and Boston, 2023, and in 
relation to these images, see Chapter 3, Kee II Choi Jr., 'Illusionistic 
Practices among Les Arts Du Feu in mid-eighteenth-century Canton', 
pp. 54-57, where the author notes that such images whilst borrowing 
from European print sources also leaned heavily on indigenous 
Chinese sources, be they local in origin (Canton) or derived from other 


EN En ERIS EIE 


ze EEE 


practices in China, especially from the Qing court and professional 
workshops around Peking (Beijing). The author continues that the 
vernacular paintings of beautiful women 'meiren hua' attest to the 
fluid dissemination of vocabularies across these artistic centers. He 
illustrates a reverse glass mirror painting from a private collection, of 
Slightly larger size, with a similar setting, with a 'Beauty on a Veranda', 
a type that was exported to Europe by the early 1740s, when the 
Jesuit painter Jean-Denis Attiret first observed Cantonese glass 
artisans at work in the Qing palace workshops. 
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A FINE REVERSE GLASS MIRROR PAINTING OF TWO FIGURES 
IN A LANDSCAPE WITH OVAL FLORAL SURROUND 

18th century 

the rectangular glass, delicately painted with an ethereal oval 
composite floral garland of multi flowerheads and leafy tendrils, in-filled 
in the lower quadrant with a hilly landscape with trees with a seated 
court official with a standing attendant. 

the mirror 17in (43cm) x 15in (38.1cm), framed 


$4,000 - 6,000 
£3,300 - 4,900 
HK$31,000 - 47,000 


FAM tg 圈 花 风景 人 物 玻璃 锁 画 


For a reverse glass painting of similar type from the Rijksmuseum, 
Amsterdam, see Francine Giese, Hans Bjarne Thomsen, Elisa 
Ambrosio, and Alina Martimyanova (Eds.), China and the West, 
Reconsidering Chinese Reverse Glass Painting, Berlin and Boston, 
2023, Chapter 16, Thierry Audric, 'A Brief History of Chinese Reverse 
Glass Painting', p. 261, fig 3, for an outdoor scene with three figures 
enjoying music and poetry set within a floral garland surround and 
dated to circa 1760, and where the author notes that paintings in 
which members of the Chinese upper classes relax at the water's edge 
in their beautiful gardens are a common subject. In the Riksmuseum 
example, a high-ranking Mandarin in winter clothing, a fur-lined hat 
and coat, plays traditional percussion instruments, while a young 
Manchu woman, sitting beside him, plays the pipa, a Chinese flute. A 
young Chinese girl, standing, accompanies them on the reed flute. The 
background (like our example) includes an expanse of water, lined with 
Chinese villas. The remaining unpainted part of the mirror forms the 
Sky. This landscape, very typical of Cantonese reverse glass paintings, 
is inspired by that of the Pearl River, on the banks of which the holiday 
houses of the Cantonese upper classes were dotted at this period. 
Within this primarily Chinese image, two Western influences emerge: 
the linear perspective of the river, and the use of garlands to frame the 
Scene. 


For another reverse glass painting of a similar genre from Shugborough 
Hall, Staffordshire, UK, see op. cit., Chapter 10, Patricia F. Ferguson, 
'Reflecting Asia, The Reception of Chinese Reverse Glass Paintings in 
Britain, 1738-1770', p. 170, fig. 9, depicting 'A seated Nobleman with 
Attendants on a Terrace' with a rectangular floral surround encasing 
the scene (rather than the oval of this example). 
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“For Redon, plants have a soul, a life, a destiny. They are viable 
beings that grow, metamorphose, suffer and die.” 


- Agnés Lacau St Guily 


38 

ODILON REDON (1840-1916) 
Fleurs sans vase 

Signed 'Odilon Redon' (lower left) 
oil on canvas 

11 1/2x 9 1/2 in (29.2 x 24.2 cm) 


ШЙ FER (1840-1916) 

无 花瓶 的 花 》 

4%: ‘Odilon Redon’ (Æ F) 

油彩 E 

11 1/2 x 9 1/2 BEIN (29.2 x 24.2 公分 ) 


$50,000 - 70,000 
£41,000 - 58,000 
HK$390,000 - 550,000 


Provenance 

Baronne Miriam Caroline Alexandrine de Rothschild Collection, Paris. 

Baronne Alix de Rothschild Collection, Paris; her sale, Christie’s, London, June 27, 1978, lot 29. 
Acquired at the above sale by the present owner. 


Literature 
A. Wildenstein, Odilon Redon, Catalogue raisonné de l'oeuvre peint et dessiné, vol. Ill, Paris, 1996, 
no. 1349 (illustrated p. 17). 


Odilon Redon was a leading figure of the Symbolist movement. His style evolved over time, from 
graphic work to an embrace of color in oil paintings and pastels that was heavily influenced by Paul 
Gauguin. Redon was an avid reader, and the subjects of his early works often include a range of 
religious figures and characters from classical mythology. The artist's best-known compositions, 
however, are of flower still lifes, which he began in 1900. They are often portrayed naturalistically, 
albeit with a chromatic intensity that can be described as otherworldly, providing an opportunity 
for Redon to explore color. The present work is a clear demonstration of the skill with which he 
developed a personal sensitivity through the subtle handling of oranges and violets. 


Fleurs sans vase was formerly in the collection of Baronne Miriam Caroline Alexandrine de Rothschild 
(1884-1965), a judicious and respected collector of literary and musical manuscripts. A specialist 
in dietetic medicine, she was known for her high intelligence and originality. Later, it entered the 
collection of Baronne Alix de Rothschild (1911-1982), an important collector and patron of the arts, 
who headed several French and international committees working for the promotion of art and music 
around the world. 
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PRICED 
French Furniture & WorksofAr — — 
` Select Chinese Jade Carvings 
m VICTORIAN & BIKDERMELER FURNITURE | 
VER BY PUIFORCAT + GEORGIAN SILVER 


PAINTINGS + TAPESTRIES + RUGE 


Parke-Bernet Galleries, 1947 Catalogue Cover 


39 

FOUR WHITE JADE FIGURES OF DAOIST IMMORTALS 
SILVER-MOUNTED AS CANDLESTICKS 

The jade 18th/19th century, the later silver mounts by Edward I. 
Farmer, New York 

Depicting Shoulao holding his staff in one hand and a peach in the 
other; Li Tieguai, holding a gourd and an iron crutch; LG Dongbin, a 
scholar and poet identified by his fly whisk and sword; Han Zhongli, 
associated with the after-life and most often depicted holding a 
fan; each mounted in silver with a spreading four-footed symmetric 
baroque-form base and lambrequin-shaped drip pans and candle 
holders above. 

7in (17.8cm) high of figures; 9 1/4in (23.5cm) high overall (4). 


$8,000 - 12,000 
£6,600 - 9,900 
HK$63,000 - 94,000 


N/A dutta A EMEK ZA A DUE 
(eA Edward I. Farmer 4 SR ЛЕ 


FS] 
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The present lot illustrated in the Parke-Bernet 
Galleries catalog, 1947, lot 123 


Provenance 
Edward 1. Farmer, New York 
Parke-Bernet Galleries, 28-29 March 1947, lot 123 


ÅÅEdward І. Farmer ja 
filfyParke-Bernet Galleriesti #17, 1947423 28-19 Н, 123 


Shoulao (#24), the God of Longevity, most often depicted with a high 
cranium, staff and peach. 
Li Tieguai (284), associated with medicine and easing the suffering 
of the sick and needy and identified by his iron crutch and gourd. 

LU Dongbin (2137), a scholar and poet considered to be the leader 
of the Eight Immortals. 

Han Zhongli (8), associated with death and the power to create 
Silver and gold, often depicted holding a fan. 
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IMPERIAL. ENTRANCE TO PRINCA KUNGS PALACE ee Ki 


Fig.1 
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A PAIR OF LAPIS-LAZULI HARDSTONE-MOUNTED 
CANDLESTICKS WITH PSEUDO PRAYER WHEELS 

18th/19th century 

The square candlesticks of white-grained lapis lazuli made up in 
sections with a square dome base, waisted mid-section, an out- 
curving square drip pan, a slightly tapering square column with a 
smaller drip pan above, the pricket hole with a pseudo prayer wheel of 
agate veneers and delicately chased gilt copper decoration of a single 
striding five-clawed dragon amidst clouds moving clockwise around 
the conical cylinder of agate veneers and topped by a flaming pearl, 
the lapis inlaid in a variety of quartz hardstones and other materials. 
23 3/4in (60.3cm) overall approx.; 

13 1/16th (33.1cm) high of the candlesticks; 

elaborate wood stands (2). 


$15,000 - 25,000 
£12,000 - 21,000 
HK$120,000 - 200,000 


十 八 /十 九 世 纪 FET ENE TORA 


Provenance 

Collection of the Prince Gong King Mansion 
Yamanaka & Company 

American Art Galleries, New York, 1913 

Christie's Hong Kong, 3 December 2008, lot 2276 


Published 

Illustrated Catalogue of the Remarkable Collection of the Imperial 
Prince Kung of China: A Wonderful Treasury of Celestial Art, American 
Art Galleries, New York, 27 February - 1 March, 1913, lot 198-C 


来 源 


山中 商会 古董 行 
租约 American Art Оаіегіеѕ #17, 19134 
香港 佳 士 得 拍 彭 行 ，2008 年 12 月 3 日 ， 拍 品 篇 号 2276 


出 版 

Illustrated Catalogue of the Remarkable Collection of the Imperial 
Prince Kung of China: A Wonderful Treasury of Celestial Art, Ie 
American Art Galleriesfi&ifT, 190134E2H27H - 3 月 1 日 ， 拍 品 篇 号 
198-C 
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С: Two Pricket Candlesticks. 
tubular form, with a gilt bronze dragon mounting midst elomi scrolls, 


Early NVIHIth century. 


Including a carved carnelian-agate, in 


topped by a plain agate emblem. 


Height, 24 inches; width, M inches 


(Miustrated.) 


The present lot captioned and illustrated in the 1913 sale catalog. 


This pair of candlesticks belonged to a set of five-piece garniture from 
the storied Prince Gong Mansion (Fig. 1). The extraordinary objects 
bear witness to the extreme wealth, decay, and downfall of the Qing 
Imperial Court. The turbulence transition from the Qing to the Republic 
period had forced the Prince’s family to sell all content of the mansion, 
except for their collection of painting and calligraphy, to the famed 
Japanese art dealer Yamanaka Sadajiro (1866-1936) who operated art 
galleries around the globe. A historic auction of 536 objects, Illustrated 
Catalogue of the Remarkable Collection of the Imperial Prince Kung 

of China: A Wonderful Treasury of Celestial Art, was held in 1913 at 
American Art Galleries in New York, where the present candlesticks 
were sold (Fig. 2). 


The Mansion's land existed as early as 1776, but the estate came to 
light in 1780, when Emperor Qianlong (r. 1735-1796) promised the 
marriage of his beloved youngest daughter, Princess Hexiao (1775- 
1823), to Fengseninde (1775-1810), the son of his most favored 
minister, Heshen (1750-1799). Upon the engagement, Emperor 
Qianlong ordered Heshen to lead the construction of the Princess' 
residence for her future home. Heshen, as the Princess’ father-in-law, 
was granted the privilege of living on the Princess' estate while building 
a lavish mansion and garden far beyond his appropriate rank in court. 
Heshen rose to prominence from humble origins. He began working 
at the Forbidden City as a guard stationed at the gates, was quickly 
promoted through the ranks and eventually holding the highest 
positions in Emperor Qianlong's court, handling Imperial Household 
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Fig.2 After Illustrated Catalogue of the Remarkable Collection of the 
Imperial Prince Kung of China: A Wonderful Treasury of Celestial Art, 
American Art Galleries, New York, 27 February - 1 March, 1913 


matters as well as affairs of finance and policy. Heshen created 
revenues through taxation and policy changes, effectively filled the 
Emperor's personal and state treasury in the way his predecessors 
failed to achieve. The treasury funds the governing necessities such as 
military expenses and disaster relief, as well as the maintenance and 
construction of the imperial mausoleums. It also funded Qianlong's 
ambitious project of compiling the encyclopedic Siku Quanshu, 
which took twenty years to complete and publish. Heshen was loved 
by Emperor Qianlong for his talent and effectiveness, but hated 

by Emperor Jiaqing (г. 1796-1820) for his corruption and arrogant 
behavior. Within a few months of Qianlong's passing, Emperor 
Jiaging indicted Heshen with twenty major crimes, demoted his 
family, confiscated the mansion, and 'mercifully' bestowed a long 
white damask allowing him to hang himself in prison instead of being 
decapitated. Princess Hexiao and her husband Fengseninde were 
ordered to leave the mansion but were well-provided through the end 
of their lives. 


Emperor Jiaging awarded the mansion to Prince Qing, Yonglin (1766- 
1820), the youngest brother of the Emperor, and the mansion was 
called the Prince Qing Mansion for several generations until 1850 
when Emperor Daoguang (r. 1820-1850) stated in his will to leave the 
mansion to Prince Gong, Yixin (1833-1898). During Yixin's time, the 
Mansion again witnessed the rise and fall of its owners. 


The first Prince Gong, Yixin, younger brother of Emperor Xianfeng (r. 
1850-1861), lived through the political struggles of the late Qing, when 
frequent successions of young emperors and the invasions of foreign 
powers severely weakened the empire. As the closest branch of the 
imperial bloodline, he was constantly being kept at arms-length from 
power and invited back in at times of trouble. Yixin gained spotlight 
for commanding a patrol in 1853 during the Taiping Rebellion, later 
was deprived of all his posts, before representing the Qing Court in 
negotiations with the British and French forces after their pillage of 
Yuanming Yuan in 1860. The traumatic experience of the war and the 
harsh treaties as a result had solidified his conviction of modernizing 


Yixin lived in the Prince Gong Mansion through the end of his life, and 
the Prince Gong title was passed down to his grandson, Puwei (1880- 
1936). The abdication of the Qing Emperor, Puyi (1906-1967), in 1912, 
ended the system governing the imperial properties. Seeking funds 

to survive and the resources to restore Puyi's regime, the Prince's 
family not only sold the movable treasures, but further mortgaged the 
mansion and related estates with the Catholic church. The mansion 
was eventually purchased by Fu Jen Catholic University in 1937, when 
the family was no longer able to keep up with the interest payment. 
Today, the Prince Gong Mansion is the most complete Prince Mansion 
in Beijing, open to the public and a must-see location for visitors from 


China. In 1861, Yixin proposed the establishment of an office in charge around the world. 


of foreign affairs, resulting in the Zongli Yamen (Office for General 
Management) whose tasks included promoting modern education in 
Western science, industry, and communications. After the death of 
Emperor Xianfeng, the Court entered a Regency period during the 
Tongzhi reign (r. 1861-1875), when Yixin was granted the honor of 


“Tiemaozi wang" ("Iron-Cap Prince") which allows perpetual inheritance 


of his title and rank within his descendants. 
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AN ELEGANT FIVE-PIECE WHITE AND SPINACH JADE ALTAR SET 
Circa 1900 

Comprising a pair of fang gu vases carved in three sections with a 
flared square base with vertical flanges separating the leiwen ground 
under a central bulb-form section and trumpet-form mouth; a pair 

of pricket candlestands with broad square-shaped basin under a 

long square shaft and smaller galleried rim, and an elegant censer of 
fang ding shape, raised on four elaborately carved supports carved 
with lion-mask heads and claw feet joined to the rectangular body 
bisected with a vertical flange projecting from a leiwen ground and 

set off by slender flared handles joined to the shoulder and rim by 
c-comma brackets, the matching cover set off by a floral-form finial; all 
vessels in the set overlaid with white jade cut-outs carved as abstract 
zoomorphic animal figures set off against the brilliant spinach-jade 
surface. 

11 1/2in (29.2cm) high of censer; 

11 1/4in (29.5cm) high of prickets; 

9 3/4in (24.6cm) high of gu; wood stands (5). 


$15,000 - 25,000 
£12,000 - 21,000 
HK$120,000 - 200,000 


1900 年 前 后 35 FE I TER Н HU 
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Provenance 
Christie's New York, 17 September 2010, lot 1168 


来 源 
ЖЕКЕ 454 #1, 20109 17 А, йт 1168 


Magnificent sets of archaic bronze vessels were cast апа employed for 
ritual use and burial purposes commencing in the Shang (1500 BC- 
1050 BO) to the Han dynasty (206 BC- 220AD), employing a variety 

of vessels including large censers ding, beakers gu, wine vessels 

jue, food vessels gui, with later forms incorporated in the Western 

and Eastern Zhou period (1050 BC - 221 BC). See the large set of 
Late Shang and early Western Zhou ritual bronzes on display at the 
Metropolitan Museum of Art (24.72-1-14) formerly in the collection of 
Duan Fang, said to be unearthed from a tomb in 1901 and acquired by 
the Museum in 1924. 


Altar sets became more standardized in number and type beginning 
in the late 17th century, when Chinese porcelain was imported to the 
West through the East India Company (VOC), introducing new ceramic 
shapes, often in pairs, to a hungry market. The Delft craftsmen began 
imitating these shapes, creating groups of three, five or seven pieces 
for display on a mantel piece, thus the garniture as is commonly 
known. By the 18th century, sets based upon archaic bronze shapes 
were crafted in the workshops of Guangzhou and Beijing in porcelain 
and cloisonné enamel for both export and imperial use. For one of the 
earliest imperial porcelain examples of a five-piece garniture or altar 
Set (wugong), see the famous five-piece fahua set, Jiajing mark and 
period, at the Guimet Museum, accession G3848, n1-5. A five-piece 
altar set dated to the Qianlong period is published in Evelyn Rawski 
and Jessica Rawson. China: The Three Emperors (1662-1795). 
London: Royal Academy of Art, 12 November 2005 - 17 April 2006, 
p. 139, No. 44. See also See Claudia Brown, Chinese Cloisonne: The 
Clague Collection, Phoenix, 1980, pl 41, p. 96 date to the Qianlong 
period. See Through the Prism of the Past: Antiquarian trends in 
Chinese Art of the 16th to 18th Century, Taipei 2003, no. 11-1, p. 90 
and in cloisonné ibid., 11-47, p. 179. The present embellished jade set 
is a further reflection of this homage to archaism. 
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42 
HARRIET WHITNEY FRISHMUTH (1880-1980) 

The Vine 

inscribed and dated 'HARRIET W FRISHMUTH 1921’ and further 
inscribed ‘R.B.W. INC.’ (on the base) 

bronze with green and brown patina 

12 3/8 in (31.4 cm) (height) 

Conceived in 1921 


RÅ LRF HUR Ub КАЛТ (1880-1980) 

(FA) 
BANK 
INC.’ (底座 ) 
铜 雕 绿 棕色 铀 铺 
12 3/8 英 时 (31.4 公分 ) (高 度 ) 
设计 从 1921 年 


: ‘HARRIET W FRISHMUTH 1921” 以 及 再 次 够 刻 “R.B.W 


党 


Уш 


$6,000 - 8,000 
£4,900 - 6,600 
HK$47,000 - 63,000 
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Lot 43 (Detail of top) 


43 W 

A PAIR OF MING-STYLE BLUE AND WHITE BARREL-SHAPED GARDEN SEATS 
18th/19th century 

The exteriors painted with a wide central band of composite lotus flowerheads dividing 
pale-blue glazed molded lion-mask handles with foreheads reserved in white with a wang 
character (king), the upper and lower bands of the barrels molded with a line of rounded 
bosses below and above ruyi-shaped floral lappets, the seats with an encircling band 

of composite flowerheads centered by a pierced cash symbol, the unglazed foot with а 
large central hole revealing the white-glazed interior. 

19 1/8in (48.5cm) high of each (2). 


$8,000 - 12,000 
£12,000 - 21,000 
HK$120,000 - 200,000 


VER EGGE EH 


Barrel-shaped garden seats appeared in twelve century paintings made of wood or 
rattan. The present porcelain example models after the Ming dynasty prototype, when the 
Jingdezhen artisans perfected the techniques of firing large porcelain pieces. Compare, 
for example, the Ming dynasty blue and white barrel-shaped garden seat decorated 

with cranes and lily pads in lotus pond, in the collection of the Metropolitan Museum 

of Art, illustrated on the museum's website, accession number 1993.386.33, noted by 
the author “rings of embossed dots around the top and bottom recall prototypes with 
fastenings for leather or fabric seat covers.” 


For a pair of identical barrel-form garden seats of slightly smaller size (17 1/2 inches high), 
see Christie's New York, 24 March 2004, lot 206. 
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HOVSEP PUSHMAN (1877-1966) 
Sacred Horse 

Signed ‘Pushman’ (lower left) 

oil on panel 

20 3/16 x 25 3/16 in (51.2 x 64 cm) 
Painted in 1943 


ÆRET +S (1877-1966) 
(5515) 
245: 'Pushman' (ZE F) 
油彩 BEAK 
0 3/16 x 25 3/16 IF (51.2 x 64 公分 ) 
FHM 9434 


= № 


$8,000 - 12,000 
£6,600 - 9,900 
HK$63,000 - 94,000 


The authenticity of this work has been confirmed by the Hovsep 
Pushman Committee. This work is included in the Virtual Catalogue 
Raisonné of the artist's work as the number НРОО724. 


Provenance 
A. Boyd Pixley Collection, Chicago (commissioned from the artist 
through Grand Central Gallery, New York, 1943). 


According to the Hovsep Pushman Committee, the present work 


was painted in 1943 and is listed in the Pushman inventory journal as 
number 439. 
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TWO RARE SANCAI-GLAZED EQUESTRIAN FIGURES 

Tang Dynasty 

Depicting male and female riders, the first wearing wide-shouldered blue riding coat 
and trousers and ochre-glazed boots and stirrups, the rider's hands covered by 
voluminous sleeves and held forward, the front flap neatly outlined off-center and 
with a simple crew neck below the unglazed head, the hair tied in a forward-facing 
bun under a tied cap, the sancai-glazed horse standing four-square on an unglazed 
rectangular base, with head held forward and turning slightly to it's (real) left, the 
female rider wearing a blue and straw-glazed riding coat and trousers with lightly 
molded stirrups, her ochre and straw-glazed horse standing four-square on an 
unglazed rectangular base with head looking downward and to it's (real) left. 

14 3/4in (37.5cm) and 14in (35.5cm) high (2). 


$6,000 - 8,000 
£6,600 - 9,900 
HK$63,000 - 94,000 


d 三 彩陶 男女 骑马 俑 两 件 


Compare the similarly modeled painted pottery equestrian figures unearthed from 
the Tang cemetery in Xingyuan village, Yanshi city, Henan province, illustrated in the 
excavation report The Tang Tombs in Yanshi Xingyuan, Beijing, 2001, pl. 7-1-4. 


For a pair riding straw-glazed horses, see Christie's New York, 25 March 2022, from 
the Collection of Mr. And Mrs. McLendon, lot 1066; see also a larger, blue-glazed 
rider on an amber horse sold at Christie's New York, 13 September 2019, lot 1069. 


For another larger blue-glazed rider on a straw-glazed horse, see Sotheby's New 
York, Important Chinese Art, 13 September 2016, lot 151 and previously sold 

at Sotheby's New York, 3rd December 1986, lot 110 from the Collection of Earl 
and Irene Morse and also illustrated in the exhibition catalog A Thousand Years of 
Chinese Tomb Sculpture at the Epcot Center, Orlando, 1983, no. 28. 
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A LARGE НЕМАМ BLACK-GLAZED TWO-HANDLED RIBBED JAR 
Northern Song-Jin dynasty, 12th-13th century 

Of globular form rising from a short, very slightly spreading, cylindrical foot, 
and beneath a tall cylindrical neck with rounded rim and divided by two 
simple strap handles, the body and the handles with white-slip raised vertical 
ribs that end below the neck and above the paler-glazed lower body, covered 
overall with a glossy rich black glaze thinning to a paler brown to the neck 
interior and above the foot, the footring unglazed. 

9 1/2in (24.1cm) high 


$10,000 - 15,000 
£8,200 - 12,000 
HK$78,000 - 120,000 


北宋 - 金 + Ld TE RIH ER KE 


Decorating a black jar with parallel lines of white slip was adopted by 

many northern kilns. Qualities, shapes and details of the execution vary 
considerably and the still very limited evidence from the various kiln sites does 
not yet permit conclusive attribution of individual pieces to any particular kiln 
group. Wares of this type were produced at numerous kilns in Henan, Hebei 
and Shandong provinces, see Robert D. Mowry, Hares Fur, Tortoiseshell, 
and Partridge Feathers, Chinese Brown-and Black-Glazed Ceramics, 400- 
1400, Harvard University Art Museum, Cambridge, 1995, pp. 174-177, 

and according to the author, the development of black wares during the 
Northern Song period (960-1127) appears to have drawn inspiration from 
contemporary plain lacquerware, but that different kilns quickly developed 
their own styles. The ribs were carefully applied in slip onto the surface of the 
vessel before the application of glaze. During firing the glaze pulled away from 
the ribs to result in a striking contrast of delicate white lines emerging from a 
glossy black ground. 


Fragments from various kilns in Henan are illustrated in Zhongguo gudai 
yaozhi biaoben [Specimens from Ancient Chinese Kiln Sites], vol. 1: Henan 
juan. Shang [Henan volume, a], Beijing, 2005, pl. 104 from Lushan, pls. 230- 
231 from Hebei, pls. 268-269 from Baofeng. 
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HOVSEP PUSHMAN (1877-1966) 
Book of Omar Khayam 

signed ‘Pushman’ (lower right) 

oil on panel 

20 1/2 x 16 7/16 in (52 x 38.1 cm) 
Painted circa 1945 


ÆRET MIB (1877-1966) 
《奥马 尔 . 卡 延 之 书 》 

245: 'Pushman' (4 F) 

油彩 Eik 
20 1/2 x 16 7/16 英 时 (52X38.1 A) 
VEINYASEEH 


$7,000 - 9,000 
£5,800 - 7,400 
HK$55,000 - 70,000 


The authenticity of this work has been confirmed by the Hovsep Pushman Committee. 
This work is included in the Virtual Catalogue Raisonné of the artist's work as the number 
HP001327. 


Provenance 

Grand Central Gallery, New York (acquired from the artist in 1945). 
Private Collection, US (acquired from the above in 1945). 

Cannell & Chaffin, Inc., Los Angeles. 

Sale: Christie's, New York, December 6, 1985, lot 168. 

Acquired at the above sale by the present owner. 
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Lot 48 (side view) 


48 

A LARGE SANCAI GLAZED POTTERY TRIPOD DISH WITH 
IMPRESSED FLOWERHEAD CENTER 

Tang Dynasty 

The center of the dish impressed with a large six-petaled composite 
flowerhead of lotus outline, with a smaller flowerhead at it’s center, all 
surrounded by twelve detached cloud-form leafy sprays, reserved on 
a resist-spotted ochre ground that runs to a molded or incised line at 
the base of the well, and continues with a resist-spotted green ground 
to the rounded everted rim, the sides of the exterior under an apple- 
green glaze that pools attractively around the flat buff pottery base 
that is supported on three simple loop-form green-glazed feet. 

11 3/4in (29.8cm) diam 


$6,000 - 9,000 
£4,900 - 7,400 
HK$47,000 - 70,000 


& 三 彩陶 印花 三 圈 足 大 盘 


Provenance 
Christies New York, 16 September 1999, lot 292 
Sotheby’s New York, 30 March 2006, Lot 12 


来 源 
KI) B 49 
IRSE LL 


(fT, 19994F9 H 16H, 16 
行 ，2006 年 3 月 30 日 ， 拍 品 篇 号 12 


IL I 
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Sancai dishes of this size and rich design are very rare. A similar 
dish of larger size (38.1 cm) from the Victoria and Albert Museum is 
illustrated by Margaret Medley, T'ang Pottery and Porcelain, London, 
1981, pp. 40-41, where the author notes that motifs like wax-resist 
dots (the backdrop to the rim, well and center of our dish), are 
developed out of Central Asian textile techniques such as tie-and- 
dye silks and fabrics with wax-stenciled resist designs, while the 
impressed flowerhead designs at the center were inspired by chased 
Silver. 


Compare the Sancai and blue-glazed dish with three loop-form feet 
illustrated in the catalog of the exhibition organized by the Nezu 
Institute of Arts, Tang Pottery and Porcelain, Tokyo, 1988, p. 46, no. 
42, with description on p. 91, where the author cited a white glazed 
dish with three loop-form feet. 


For another rare large sized dish very similarly decorated to this 
example, See Christie's Hong Kong, 6 October 2015, lot 90. Compare 
also to another similar dish, also covered with a green glaze on the 
exterior, in the Eisei Bunko Collection, Tokyo, illustrated in Sekai toji 
zenshu, Tokyo, 1976, pl. 55. 


See also Sotheby's Hong Kong, 8 April 2023, lot 3685 for a slightly 
smaller dish (24cm diam); and another illustrated in Spirit and Ritual: 
The Morse Collection of Ancient Chinese Art, The Metropolitan 
Museum of Art, New York, 1982, cat. no. 54. 


The results of the thermoluminescence testing are consistent with 
the suggested dating of this piece, Oxford Authentication sample No. 
C123p14. 
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A LIMESTONE FRAGMENT OF A BUDDHA HEAD 

Northern Qi Dynasty 

The oval face fragment carved with a serene and benign expression, the broad nose 
rising to arched brows above downcast eyes with half-closed lids, with small plump lips 
creased at the corners, the hair depicted with individual tightly curled coils exposing the 
proper right ear. 

8 1/4in (21cm) high; 

13 1/4in (33.6) high with stand 


$8,000 - 12,000 
£6,600 - 9,900 
HK$63,000 - 94,000 
ОЖ 青石 佛 首 残 件 


Provenance 

Sotheby’s London, 7 June 2000, lot 25 

来 源 

俞 敦 菜 富 比 拍 彭 行 ，2000 年 6 月 7 日 ， 拍 品 篇 号 25 


A similar example with traces of pigment and gilding in the Metropolitan Museum of Art 
is published on the museum's website, accession number 2001.422, where the curator 
noted “This head probably comes from Shandong or Hebei province. Many comparable 
examples were unearthed from the ruins of temples in Qingzhou, Shandong, in 1996, 
and in Linzhang, Hebei, in 2012." 


Compare the very similar Buddha head unearthed from the pit at the former Longxing 
Temple, Shandong province, illustrated in the catalog of the exhibition Return of the 
Buddha: The Qingzhou Discoveries, Royal Academy of Arts, London, 2002, pp. 140 and 
143, no. 27C. 


For another example, see Sotheby's London, 8 December 2022, The Personal Collection 
of the late Sir Joseph Hotung, Part Il, lot 192. 
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GUY ARTHUR WIGGINS (1920-2020) 

Mid-winter at the Metropolitan Museum 

signed 'Guy A. Wiggins' (lower right); signed again and inscribed 'O / New York City' (on 
the reverse) 

oil on canvas 

18 x 24 in (45.7 x 61 cm) 

Painted in 2014 


EB STER Ae (1920-2020) 
《大 都 会 博物 馆 的 仲 冬 》 

BAR: ‘Guy A. Wiggins’ (Æ F) ; P 
18 x 24 英 时 (45.7 x 61 公分 
VEIN20144E 


REA ХЕ ФИЖИ BERE © / New York City> (反面 ) 


$4,000 - 6,000 
£3,300 - 4,900 
HK$31,000 - 47,000 


The authenticity of this work has been confirmed by Noel Wiggins. 
Provenance 


Sale: Sotheby's, New York, April 1, 2015, lot 14. 
Acquired at the above sale by the present owner. 
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A PALE CELADON JADE MOUNTAIN DEPICTING THE ‘RED CLIFF’ 

18th/19th century, later inscription 

Carved in deep relief on one side four figures riding in a small boat beneath high cliffs in a ragged 
landscape, with a poem inscribed on the rockwork referring to the “Former Ode to the Red Cliff”, 
the reverse carved with a pavilion set in a mountain landscape, the ‘skin’ of the pebble cleverly 
incorporated to the carving showing areas of opaque brown on top of the mountains and at base, 
the translucent onion-white stone with natural inclusions. 

7 1/in (18.1cm) high; 10 1/8in (25.8cm) wide; wood stand 


$20,000 - 30,000 
£16,000 - 25,000 
HK$160,000 - 230,000 


Тло FE (BORKEN) LU RAR 


Provenance 
Sotheby’s Toronto, 1 April 1981, lot 423 


Exhibited 
Museum of Fine Arts, Boston, August 2003-December 2004 


Published 
Robert Kleiner, Chinese Jades from the Collection of Alan and Simone Hartman, Hong Kong, 1996, 
no. 127 


来 源 
多 偷 多 舱 富 比 ，1981 年 4 月 1 日 ， 拍 品 篇 号 423 


2 


WTS, 200848 H-2004412 Я 


出 版 
Robert Kleiner, Chinese Jades from the Collection of Alan and Simone Hartman, Fy, 19964 
图 版 编号 127 


i 
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ШЕ И 6. Гау ЫЕ 
БЕЛОЙ Ж, 
THER BE EC REIS 
成 图 那 厌 琢磨 巧 ， 
ES. So SER AS 


El 
C 


Inscription: 
This Nephrite Jade is carved with an illustration of the Former Ode to 
the Red Cliff and an imperial poem [by Emperor Qianlong] 


In the year of renxu, [Su Shi, 1037-1101] embarked on a boating 
with his guests. 

The sight of the Red Cliff on a clear autumn day was inspiring 

and fresh. 

The exquisite artistry [displayed on this jade] is not solely a testament 
to the carver's craftsmanship, 

but equally a reflection on Yuju (Su Shi)'s 


Detail of the present lot. 
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Robert Kleiner, Chinese Jades from 
the Collection of Alan and Simone 
Hartman, Hong Kong, 1996, the 
present lot illustrated as no. 127 


Opposite page: 
the present lot in the Hartman living room. 
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TWO ARCHAIC BRONZE RITUAL WINE VESSELS, GU AND JUE 

Shang Dynasty, Anyang phase, 12th-11th century BC. 

Comprising a beaker vase with wide trumpet mouth, the short body and flaring foot 
each divided by four flanges and finely decorated with two sets of taotie masks, the 
waist with two bowstrings above a frieze of ‘cicada’ pattern, the dark grey bronze with 
green malachite encrustation in areas; together with a libation cup support by three 
splayed blade-shaped legs, finely modeled with a pair of posts with 'mushroom' caps 
centered between the spout and the pointed tail, the cylindrical body with rounded 
base decorated with a frieze of taotie masks, a pictogram cast to one side, below the 
Simple bovine head loop handle, the smooth dark-grey metal with green malachite 
encrustations throughout. 

12 1/16in (30.5cm) high of gu; 

8in (20.3cm) width of jue (2). 


$10,000 - 15,000 
£8,200 - 12,000 
HK$78,000 - 120,000 


商 安阳 时 期 筷 元 前 十 二 -十 一 世 可 青铜 艇 GE 各 一 件 


The pictogram on the bronze jue may be read as yu 3ë, possibly a clan sign. 


Bronze gu and jue are the two iconic forms amongst Shang ritual wine vessels. As 
Rawson noted in 7he British Museum Book of Chinese Art, London, 1992, "While 
almost all later bronze vessel shapes were based on Neolithic ceramics, the source of 
the earliest type of all, the jue, is something of a mystery." Bronze gu and jue vessels 
were almost always part of the set, while other forms of ritual vessels may be added 
or distracted according to hierarchy. Rawson further illustrates a gu and a jue from the 
early Shang period in the book, op. cit., p. 57, pl. 27 as an example. 


The bronze gu and jue in the present lot belong to the later period of the Shang. 
Compare, for example, the similar bronze gu unearthed in 1957 from Lanjiagou, 
Shilou, Shanxi province and now in the collection of the Shanxi Provincial Museum, 
illustrated in Compendium of Chinese Bronze, Volume IV, Shang (4), Dongguan, 1998, 
p. 65, no. 67. Compare the similar bronze jue with a three-character inscription to 
one side of the body underneath the handle, unearthed in 1970 from M1080, Anyang, 
Henan province, illustrated in Compendium of Chinese Bronze, Volume Ill, Shang (3), 
p. 17, no. 17. 
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AN ARCHAIC BRONZE VASE WITH TAOTIE RING-HANDLES, HU The discovery and excavation of the ancient foundry site in the mid- 
Late Warring States Period, 3th century BC. 20th century at present day Houma, Shanxi province, unearthed over 
Finely cast with three registers of geometric pattern separated by 1200 pieces of pottery molds and models used for bronze casting. 
raised double-bands, the waisted neck decorated with a band of The facility was established in early 6th century BC. by the rulers of 
comma and scroll patterns near the shoulder, all supported by a the Jin State. The wealth of patterned pottery molds and models is 
straight foot decorated with a band of entwined double-lines, the pair ап unparalleled source for understanding the style and the complex 
of taotie masks with loose ring-handles attached to each side of the casting technologies of this period, specifically in the Shanxi region. 
shoulder, the dark grey surface with malachite and earth encrustation 
in areas. Compare the taotie mask models and molds closely related to the 
14in (35.5cm) high ones on the present example, illustrated in Art of the Houma Foundry: 
Institute of Archaeology of Shanxi Province, Princeton, 1992, pp. 158- 
$5,000 - 7,000 161, nos. 132-153. 
£4,100 - 5,800 


HK$39,000 - 55,000 


战国 晚期 CTC B — NEE Eel Be Hoan 
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AN ARCHAIC BRONZE FOOTED VESSEL AND COVER, DOU 
Late Spring and Autumn/early Warring States period, 6th/5th century BC 
The deep bowl and domed cover fitting together to form a spherical 
vessel raised on a pedestal base, the sides of the bowl finely cast 
with kui dragons neatly staggered in three rows, above a raised ridge 
and leaf-shaped pendants filled with key-fret, the cover similarly 
decorated with kui dragons, between a band of rope-twist at the rim 
and a band of triangular and fiddlehead near the top as well as on 
the wide-flaring crown, the flaring foot also decorated with a band of 
rope-twist echoing the design at the rim of the cover, a pair of ring- 
handles attached to the waist, the design inlaid with a black pigment 
or lacquer to enhance the contrast, the silvery-grey bronze with earth 
and malachite encrustation throughout. 

9in (23cm) wide; 6 S/4in (17.1cm) high 


$4,000 - 6,000 
£3,300 - 4,900 
HK$31,000 - 47,000 


春秋 末 / 战 国 初期 RTC N/A Е ВЕ ВНЕС 


Bronze dou, a ritual vessel for offering condiments and grains, first 
appeared at the end of Shang dynasty and became part of the ritual 
set in the Eastern Zhou dynasty. The disc-shaped crown on the cover 
Serves as the foot for a shallow bowl when inverting the cover. 


The discovery and excavation of the ancient foundry site in the mid- 
20th century at present day Houma, Shanxi province, unearthed over 
1200 pieces of pottery molds and models used for bronze casting. 
The facility was established in early 6th century BC. by the rulers of 
the Jin State. The wealth of patterned pottery molds and models is 
an unparalleled source for understanding the style and the complex 
casting technologies of this period, specifically in the Shanxi region. 


Compare the kui dragon designs similar to the present example, 
published in Art of the Houma Foundry: Institute of Archaeology of 
Shanxi Province, Princeton, 1992, p. 211, no. 322 and p. 220, no. 355 
and 356. 


Compare also the similar bronze dou unearthed in 1988 at Jinsheng 


village, Taiyuan, Shanxi province, illustrated in Compendium of Chinese 
Bronze, Vol. 8, Eastern Zhou Il, Beijingm 1995, p. 37, pls. 40-41. 
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A GROUP ОЕ SIX GOLD ORNAMENTS 

Spring and Autumn/Warring States Period 

Comprising a small rectangular of a mythical beast, finely cast with a cross-hatch surface 
and indents to receive inlays, a horizontal band across the back for attachment; a small 
belt buckle of a feline beast above a winged dragon, finely cast with cross-hatch patterns 
to indicate scales, a square opening behind the feline's head for attachment; a pair of 
openwork plaques depicting entwined ‘wolfs’, each showing its vicious fangs; and a pair 
of openwork plaques depicting entwined feline bodies, each with a short cylinder at the 
center possibly to receive the heads of the beasts. 

rectangular beast: 7/8 x 5/8in (2.2 x 1.6cm), weight: 11.699; 

belt buckle: 1 3/16 x 1 3/16in (3 x 3cm), weight: 25g; 

pair of ‘wolfs’ plaques: 1 15/16 x Tin (5 x 2.4cm), weight: 15.49 each; 

pair of 'entwined felines' plaques: 2 9/16 x 1 5/16in (6.5 x 3.3cm), weight: 45g each (6). 


$10,000 - 15,000 
£8,200 - 12,000 
HK$78,000 - 120,000 


春秋 -战国 时 期 金 饰 六 件 


T 


Compare the very similar rectangular gold plaques of a coiled mythical beast excavated 
in 1982 at Majiazhuang, Shaanxi province, illustrated by Han and Deydier, Ancient 
Chinese Gold, Paris, 2001, p. 36, no. 35, described as horse harness decorations from 
the Spring and Autumn period. Compare also the gold small belt buckle excavated in 
1984 at Fengxian county, Shaanxi province, described as Spring and Autumn period. 
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Mamas 


The present lot as illustrated after Willow 
Hai Chang, Art of China, No. 95, July 1993 
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A LARGE PAINTED GRAY POTTERY MODEL OF A HORSE 

Han Dynasty 

The torso and head molded separately and each painted with an underlayer of creamy 
white pigment and further decorated in shades of red and pink with black outlines with 
asymmetric archaistic strapwork that runs horizontally along the body, the bowed back 
draped with a simple spotted saddle blanket, the neck and head with similar strapwork, 
the head with large flaring nostrils and high-relief arched eyes highlighted with lashes, the 
interior hollow. 

17 5/8in (44.8cm) high; 20 1/2in (52.1cm) long, perspex stand 


$6,000 - 10,000 
£4,900 - 8,200 
HK$47,000 - 78,000 


汉 大 件 加 彩 厌 陶 马 


Published 

Willow Hai Chang, "The Scope of Collections is as Broad as the Universe, Side by Side 
is the Couple Happily Flying in the Sky. A Record of Mr. & Mrs. Hartman at New York and 
their Treasures of Chinese Works of Art', Art of China, No. 95, July 1993, p. 54, no. 40 


出 版 
WEE ie, ГАС АЈС, ЕЗЕР) АОИ (Mr & Mrs Hartman) 及 其 中 
lm Bik, Art of China 期 刊 ，1993 年 7 月 号 ， 页 54， 图 版 编号 40 


Л 


Compare the very similar painted grey pottery model of a horse, from the Eumorfopoulos 
Collection, illustrated by John Ayers, Far Eastern Ceramics in the Victoria and Albert 
Museum, London, 1980, color plate 5. 


Another Han dynasty grey pottery horse painted in red with harness details in the 
collection of the Museum of Fine Arts, Boston, is illustrated by Tseng and Dart, The 
Charles В. Hoyt Collection in the Museum of Fine Arts: Boston, Volume I, Boston, 1964, 
no. 32. 
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A GROUP OF THREE SANCAI GLAZED CERAMICS 

Tang Dynasty 

Comprising an impressed small rectangular model of a pillow; a small globular jar and 
cover; and a shallow cylindrical box and cover, the first with four rows of five impressed 
four-petaled flowerheads to the top and to the underside and divided on the shallow 
Sides with a spotted sancai glaze; the second with an incurving mouth and shallow 
domed cover with bud finial under a most attractive spotted glaze; the third with а 
shallowly domed cover with green and brown spotted glaze above vertical bands of color 
to the short sides. 

pillow: 4 1/8in (10.5cm) across; 

jar and cover: 3 3/8in (8.5cm) across; 

box and cover: 3 15/16in (10cm) diam (3). 


$5,000 - 7,000 
£4,100 - 5,800 
HK$39,000 - 55,000 


E 三 彩印 花纹 陶 方 枕 SEE 三 彩陶 圆 盒 各 一 件 


Small sancai-glazed pottery artifacts were used as personal accessories. Their 
prototypes may have came from silver wares, but the vibrant glaze colors have made 
them appealing to a wide audience. The rectangular pillow may be used as wrist rest 
when writing calligraphy. The covered jar may be used to store medicine or tea. The 
circular box may be used as container for incense, medicine, perfume paste, or cosmetic 
powder. 


Compare the blue- and sancai-glazed rectangular pillow in the Beijing Palace Museum, 
illustrated in The Complete Collection of Treasures of the Palace Museum: Porcelain of 
the Jin and Tang Dynasties, Hong Kong, 1996, p. 232-233, no. 212. 


Compare the green-glazed white spotted circular box in the Beijing Palace Museum, 
illustrated in The Complete Collection of Treasures of the Palace Museum: Porcelain of 
the Jin and Tang Dynasties, Hong Kong, 1996, p. 197, no. 182; together with another 
blue- and sancai-glazed circular box, op. cit., on p. 229. 
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А SANCAI GLAZED АМРНОВА 

Tang Dynasty 

Of elegant slender oviform shape and supported on a short slightly flaring circular foot, 
the shoulder with a single molded bow-string band below the tall waisted neck and 
flaring rim, under a most attractive sancai glaze of ochre, green and straw tones that pool 
slightly unevenly at the foot and over the base edge revealing the pink pottery beneath. 

9 3/8in (23.8cm) high 


$3,000 - 5,000 
£2,500 - 4,100 
HK$23,000 - 39,000 


# = ИЩ 


For a similar example see Mayuyama, Seventy Years, Vol. 1, Tokyo, 1976, р. 91, по. 

242 and another is illustrated by R.L. Hobson, The George Eumorfopoulos Collection. 
Catalogue of the Chinese, Corean and Persian Pottery and Porcelain, Vol. 1, London, 
1925-2, Vol. 1, pl. xlix, no. 328, both bear the same idiosyncratic wax-resist technique of 
three-colors that dribble attractively from the tall neck to the slightly spreading foot. 


Another example of this decoration is illustrated in the catalog organized by the Nezu 
Institute of Arts, Tang Pottery and Porcelain, Tokyo, 1988, p. 45, no. 41. 


The result of the thermoluminescence testing is consistent with the suggested dating of 
this piece, Oxford Authentication sample No. C123p16. 
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TWO SIMILAR SANCAI AND BLUE-GLAZED GLOBULAR JARS AND COVERS 
Tang Dynasty 

Both with waisted everted rims, one rim ochre-glazed, the other green, and each 

with five triangular lappets that descend just below the mid-body that are outlined in 
blue, ochre and straw dots and centered by dabs of color forming flowerheads, all set 
against a green ground with further wax-resist dots of stylized flowerheads, the glaze 
Stopping about two-thirds of the way down the vessels and revealing the buff pottery 
body beneath, the bases flat, the lightly domed covers with simple bud finials. 

7 1/4in (18.4cm) high; 9 1/5in (23.5cm) with cover approx. (2). 


$6,000 - 8,000 
£6,600 - 9,900 
HK$63,000 - 94,000 


& =Ж ЕШ EPA fr 


The globular jar and cover is a classic Tang dynasty shape, called wan nian guan (ten- 
thousand-year jar), usually covered with a monochrome glaze of green, yellow, white, 

or blue, and occasionally with the white-spotted sancai glaze. It is very rare to see the 
cross-hatch pattern such as the present example. 


A very similar jar and cover is in the collection of the Beijing Palace Museum, illustrated 
in The Complete Collection of Treasures of the Palace Museum: Porcelain of the Jin 
and Tang Dynasties, Hong Kong, 1996, p. 221, no. 204, where the author describes 
using wax-resist method for the glazing and noted that the design may have been 
inspired by Tang dynasty textiles. 


See another example sold at Sotheby's Hong Kong, 3 December 2021, lot 835. 
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А SMALL ENGRAVED GOLD CIRCULAR BOX AND А MINIATURE SILVER 
TREFOIL BOX 

Tang Dynasty and 10th century 

The gold box of circular cushion shape, finely engraved with a ‘phoenix’ medallion on the 
cover and a 'winged stallion' medallion at the base each encircled by eight heart-shaped 
florets, the sides with twelve sets of cloud motifs, all on a dense ‘fish roe’ ground; the 
silver trefoil box with pointy ‘leaf’-shaped sections and flat sides, the surface with black 
tarnish and bits of green malachite in areas. 

gold box: 1 1/8in (2.8cm) diam, weight: 19.99; 

silver box: 5/8in (1.6cm) diam, weight: 2.87g (2). 


$7,000 - 10,000 
£5,800 - 8,200 
HK$55,000 - 78,000 


à IRURE OR CO fr 
HAE HERA 


A larger gold box of this design discovered at the Tang dynasty hoard at Hejiacun, near 
Xi'an, Shaanxi province, is illustrated by Qi Dongfang as line drawings in Research on 
Tang Gold and Silver, Beijing, 1999, p. 81, pl. 1-201. 


Compare also the gold box of this form with closely related design, with a ‘tortoise’ 
medallion on one side and a flower medallion on the other, illustrated by Gyllensvard, 
Chinese Gold & Silver in the Carl Kempe Collection, Stockholm, 1953, p. 96-97, no. 41, 
recorded as 2.9cm and 16.59. 


The trefoil form of the miniature silver box is extremely rare. The fine workmanship of 
shaping the beaten silver in such scale demonstrates the skill of Tang artisans. A number 
of Ding ware trefoil dishes unearthed in 1985 from a cache at Huoshaobi village, Xi'an, 
Shaanxi province, attributed to the late Tang dynasty, may serve as a dating comparison. 
One dish from the group bearing an incised ‘guan’ mark at the base is illustrated in 
Selection of Ding Ware: the Palace Museum's Collection and Archaeological Excavation, 
Beijing, 2012, pp. 41-41, no. 6. 


Another Ding ware trefoil dish from the Carl Kempe Collection, is illustrated by 
Gyllensvård, Chinese Ceramics in the Carl Kempe Collection, Stockholm, 1964, no. 356, 
and by J. J. Lally & Co., Early Chinese White Wares: the Ronald W. Longsdorf Collection, 
New York, 2015, no. 13, described as Five Dynasties-Early Northern Song. 
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A RARE GREEN AND OCHRE-GLAZED DRAGON LOTUS-FORM 
CANDLEHOLDER 

Tang Dynasty 

The central stem applied with two entwined and coiling slender-bodied 
dragons, one glazed ochre, the other green, and each with one foreleg 
raised to dually support a lotus-petal-shaped upper drip pan with 
Similar alternate glazed petals to the exterior and a green glaze to the 
interior that is centered by an ochre-glazed cylindrical candleholder, the 
larger lower drip pan with an ochre glaze and supported on a green- 
glazed short spreading foot, the foot interior un-glazed and revealing 
the pale buff pottery. 

&in (20.3cm) high 


$3,000 - 5,000 
£2,500 - 4,100 
HK$23,000 - 39,000 


Fe 


Provenance 
Christie's Los Angeles, 4 December 1998, lot 51 and attributed to late 
Sui-early Tang dynasty (late 6th-early 7th century) 


来 源 
治 杉 碳 佳 士 得 拍 献 行 ，1998 年 12 月 4 日 ， 拍 品 纺 号 51， 
19) Got а ARE E ERO) 


In 


KE APER BF 
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For a very similar example see Kaikodo Journal V, Hong Kong, 1997, 
p. 206, no. 62, where the authors discuss the use of candles among 
the Tang nobility. Compare also with a very similar, green-glazed 
example illustrated in the Tsui Museum of Art, Chinese Ceramics 1, 
Hong Kong 1993, no. 84, which bears a cover suggesting its possible 
use as a censer. 


Compare the similarly modeled candleholder in the collection of the 
Museum of Fine Arts, Boston, illustrated by Tseng and Dart, The 
Charles B. Hoyt Collection in the Museum of Fine Arts: Boston, 
Volume I, Boston, 1964, no. 63, and another illustrated by William 
Watson, Tang and Liao Ceramics, Friborg, 1984, p. 46, pl. 26 and 
dated to the 7th century from the Cleveland Museum of Art, with lotus 
petals to the lower part rather than the pan of this example. See also 
the Tang dynasty candleholder with coiled dragons in the collection 
of the Beijing Palace Museum, illustrated in The Complete Collection 
of Treasures of the Palace Museum: Porcelain of the Jin and Tang 
Dynasties, Hong Kong, 1996, p. 185, no. 171. 


The result of Oxford Authentication Ltd. thermoluminescence test no. 
C298c54 is consistent with the dating of this lot. 
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A PARCEL-GILT AND REPOUSSE SILVER ‘DRAGON’ BOWL 
Liao Dynasty, dated by inscription to the bingyin year of the Taiping 
era, corresponding to 1026 

The shallow bowl repoussé and parcel-gilt with a three-claw dragon 
pursuing a flaming pearl at the center, surrounded by finely chased 
cloud scrolls over a ring-punched "fish roe' ground ending at a 

plain border, the walls decorated with chased half-medallion floret 
design, the rim with soldered beading all around, the underside with 
a 22-character chased inscription along the plain border, the silver 
tarnished to various tones of grey. 

6 7/8 (17.5cm) diam 


$6,000 - 8,000 
£8,200 - 12,000 
HK$78,000 - 120,000 


ERINNERN DUDE EG НЕСИЕ 


The inscription on the reverse may be read as: 
KOEN Ж т Ee cfe AS ЛЫ FAT RAA 


and may be translated as: 

Bingyin year of the Taiping era, the auspicious artisan made [this 
vessel] for the offerings at the [ancestor] hall of Duke Wenzhong's 
mansion, praying for ever-lasting prosperity. 


Han Derang (#12, 941-1011), posthumous title Wenzhong, was the 
most powerful Prime Minister in the Liao dynasty, serving the reign of 
Dowager Empress Xiao (regency 982-1009) and Emperor Shengzong 
(r. 982-1031). Born to а Han ethnicity family under the Liao rule, Han 
Derang led major battles against the Northern Song, and played 

a key role in the peace negotiation with the Song court. The close 
relationship of Han Derang with the Liao imperial family was reflected 
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in his epitaph: “The Emperor's loyal official, beloved brother" (42.77 3& 
ERE, ÄRLA). He was instrumental in stabilizing the Liao court 
when Emperor Shengzong took the reign at the age of 12. During the 
regency period, the Dowager Empress relied heavily on Han Derang's 
consultancy in politics and military actions, and it was rumored that 
she had an intimate relationship with Han. After the death of Dowager 
Empress Xiao, Han Derang was ordered to accompany Emperor 
Shengzong to the war with Goryeo, and died in battle at the age of 
70. His funeral followed the rites of a Liao prince, and he was buried 
adjacent to the Liao imperial tomb Qianling. 


中 


A very similar parcel-gilt and repoussé silver ‘dragon’ bowl inscribed 
and associated with the mansion of Duke Wenzhong (文忠 王府 )， 
dated by inscription to the fifth year of Taiping, corresponding to 1025, 
is illustrated by Deydier, Imperial Gold from Ancient China, Part II, 
Oriental Bronzes Ltd., London, 1991, pp. 40-41, no. 12. 


A petal-lobed parcel-gilt and repoussé silver bowl with engraved 
inscription dedicated to the Duke Wenzhong mansion, dated to 

the bingyin year of the Taiping era corresponding to 1026, is in the 
collection of the Asian Art Museum of San Francisco and illustrated on 
the museum's website, accession number 1990.206. Another closely 
related parcel-gilt and repoussé silver bowl from the collection of 
Florence and Herbert Irving and donated to the Metropolitan Museum 
of Art, was sold at Sotheby's New York, 10 September 2019, lot 125, 
described as dated by inscription to the Dingmao year of the Taipiing 
era, corresponding to 1027. 


A Ding ware shallow bowl of this form with very similar carved dragon 
design at the well, from the Carl Kempe Collection, is illustrated by 
Gyllensvård in the catalog of exhibition organized by the Asia Society, 
Chinese Gold, Silver and Porcelain: The Kempe Collection, New York, 
1971, p. 108, no. 107, described as Northern Song dynasty. 
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A RARE AND LARGE CIZHOU GREEN-GLAZED BLACK-PAINTED ‘PEONY’ MEIPING 

Jin Dynasty, 12th/13th century 

Of elegant form with gently sloping sides and generous rounded shoulder below a short waisted 
neck and everted rolled rim, the buff pottery body probably washed with a chalky white ground and 
then painted in loose black brushstrokes with three large leafy stems of peony and then applied 
with a transparent green glaze that covers the entire surface from the neck rim to the foot, the 
viscous glaze pooling in areas at the shoulder and dribbling in vertical lines to the foot, the unglazed 
buff pottery base with a deep concave center. 

12 1/4in (31.2cm) high 


$6,000 - 9,000 
£4,900 - 7,400 
HK$47,000 - 70,000 


A 十 二 /十 三 世纪 DERSOM 


Provenance 

Sotheby’s New York, 22 March 2001, lot 82 

来 源 

ЖЕО Е ВАА 017, 2001435228, інт 82 


For another rare wide-shouldered Cizhou meiping-form vase with black floral decoration under 
a similar green glaze from the famed Eumorfopoulos Collection and now in the British Museum 
(accession no. 1936,1012.159), see R.L. Hobson, Chinese Art, London, 1927, PI. XXII and also 
illustrated on the British Museum website. 


Such Cizhou green-glazed wares are very rare, although fragments from other similar green-glazed 
meiping have been recovered from the main Cizhou kiln site in Hebei Province and are published 
in The Cizhou Kiln Site at Guantai, Beijing, 1997, pl. 30, fig. 3. See also Porcelains of the Song 
Dynasty (1), The Complete Collection of Treasures of the Palace Museum, Hong Kong, 1996, p. 
165, pl. 151 for a similar-sized meiping with wispy floral decoration under a green glaze. 


Compare the Cizhou meiping with a conical mouth and similarly painted with peony sprays, in the 
collection of the Cleveland Museum of Art, illustrated by Yukata Mino in Freedom of Clay and Brush 
through Seven Centuries in Northern China: Tz'u-chou Type Wares, 960-1600 A.D., Indianapolis, 
1980, pp. 164-165, pl. 70, where the author illustrated three other examples from Japanese private 
collections. 
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А СООР OF TURQUOISE-GLAZED ORMOLU-MOUNTED DECORATIONS 

Qing Dynasty 

Comprising a pair of openwork brush holders carved with a continuous frieze of pine, 
bamboo and prunus blossoms, known as the “Three Friends of Winter”; a pair of 
'crunching tiger’ taperstick holders with circular knobs to indicate furs around the face 
and along the spine; a ‘Dharma’ washer under an ormolu canopy; a crouching Buddhist 
lion; and a group of two 'Budhai' taperstick holders under the ormolu tree, mounting an 
openwork brush holder on top, the brush holder carved with a group of gnarled pine 
trees and a child climbing on garden rocks peering at a strange creature below. 

pair of brush holders: 5 5/8in (14.2cm) high overall for each; 

tiger taperstick holders: Sin (7.6cm) width for each; 

Dharma washer: 7 1/8in (18. 1cm) high overall; 

Buddhist lion: 4in (10.2cm) width overall; 

group of two tapersticks and a brush holder: 8in (20.3cm) high overall (7). 


$3,000 - 5,000 
£2,500 - 4,100 
HK$23,000 - 39,000 


t 


TÉ LAE ELSE AERE IKE — A 


A reticulate brush holder with "Three Friends of Winter" decoration was sold in our 
London salerooms, 28 October-7 November 2022, lot 92. A pair of turquoise-glazed 
ormolu-mounted Budai was sold at Christie's London, 28 January 2015, lot 581. 
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AN ORMOLU-MOUNTED FAMILLE VERTE CYLINDRICAL BRUSHPOT, BITONG 
the brushpot Kangxi, the French mounts by Boin-Taburet, Paris, 1860-1900 

Painted around the brushpot in a continuous scene with an elegant lady in green robes 
holding a child clutching a flower spray a gentleman dressed in iron-red robes similarly 
holding a flower, nearby a youth holds a staff topped with a figure of Kuixing, the immortal 
of civil examinations, nearby stands a large table supporting a vase of peony, a censer 
and a gin, the gilt-bronze rim with two ram-mask, the base supported on four lion paw 
feet with acanthus leaf knees. 

6 3/4in (17.1cm) high overall 


$5,000 - 7,000 
£4,100 - 5,800 
HK$39,000 - 55,000 


RRR qu Л SCA ES] ERE Sc Boin-Taburet 1860-19004F Hel ze 4 $1558 ff 


In 1860 the goldsmith Georges Boin joined forces with the jeweler Émile Taburet to 
form Boin-Taburet. Here is a perfect example of the productions of their output strongly 
influenced by the masterpieces of the 18th century: this Kangxi brushpot in gilded 
ormolu mounts bears the stamp to the underside of the base, 'Bointaburet a Paris' and 
the hallmark of the master goldsmith 'G.B'(George Boin) followed by the number 39252 
followed by a smaller number 12. This is followed by an incised inscription reading ‘I, 
4235-LOF- gaa la paire (or paine). 


The Maison Boin-Taburet participated in many of the international Paris fairs and 
exhibitions, in particular those of 1878, 1889, and 1900. 


For an ormolu-mounted famille verte brushpot painted with a larger figure of Kuixing to 
one side, see Doyles, 20 September 2023, lot 172 (6 1/2in high); for a similar-sized brush 
pot depicting Kuixing, the god of literature, to one side, see Sotheby's New York, 19 
March 2019, Kangxi: The Jie Rui Tang Collection, Part Il, lot 357. 
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А PAINTED SOAPSTONE FIGURE OF THE DAOIST IMMORTAL LÜ DONGBIN 
18th/19th century 

The standing bearded figure holding a flywhisk in his raised left hand, his right hanging 
by his side and enveloped in his voluminous sleeve, a sword strapped to his back, the 
hilt visible over his (real) left shoulder, his robes incised and gilt with cloud scrolls, lotus 
and phoenix roundels and edged with waves, supported on a separate later rockwork 
base. 

13 3/4in (35cm) high of figure; 18in (45.7cm) high overall 


$5,000 - 7,000 
£4,100 - 5,800 
HK$39,000 - 55,000 


БЛИН ae 


Provenance 
Roger Keverne, Ltd., London, 2007 


Published 
Roger Keverne, Fine and Rare Chinese Works of Art and Ceramics, Summer Exhibition, 
15 June 2007, London, pp. 132-133, no. 116. 


来 源 
伦敦 Roger KevernedrsfT, 20074 


TH 


出 版 
Roger Keverne, Fine and Rare Chinese Works of Art and Ceramics, Summer 
Exhibition, 200746H 15H, в, App. 132-133， 图 版 编号 116 


For related soapstone figures, See Maureen Cassidy-Geiger, Changing Attitudes 
Towards Ethnographic Material: Re-discovering the Soapstone Collection of Augustus 
the Strong, Frankfurt-Main, 1994, p. 20, no. 11. 


Lu Dongbin is one of the eight Daoist immortals and is often shown carrying his sword 
draped over his back. For further reading see Stephen Little, Taoism and the Arts of 
China, pp. 324-327, nos. 120-122. 


For a comprehensive history of soapstone carvings, see Richard John Lynn, Professor 
Emeritus of Chinese Thought and Literature, University of Toronto, published in 
Bonhams, Hong Kong, The Q Collection: Exquisite Soapstones, Wednesday 25 May 
2011, pp. 146-154, where he provides documentary evidence of a large market for 
the soapstones mined near Fuzhou, Fujian province back to the Song dynasty, and a 
market resurgence in the late Ming, where there became both a domestic and large 
European market for figures such as the present lot. For related soapstone figures, 
See Maureen Cassidy-Geiger, Changing Attitudes Towards Ethnographic Material: Re- 
discovering the Soapstone Collection of Augustus the Strong, Frankfurt-Main, 1994, p. 
20, no. 11. 
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A REVERSE GLASS MIRROR PAINTING ОЕ TWO ELEGANT 
LADIES SEATED IN A RIVER LANDSCAPE 

18th century 

Of horizontal format and depicting in the near right foreground an 
elegant Han lady in pink and white robes with a blue sash and a younger 
female companion in blue holding a posy, both seated on a rocky bank 
alongside a fast-flowing river with boats and a pagoda in the distance 
below scudding clouds in a blue sky. 

the mirror 13in (33. 1cm) x 18in (45.8cm), framed 


$4,000 - 7,000 
£3,300 - 5,800 
HK$31,000 - 55,000 


十 八 世 纪 ШЖ AURORA SE 


For a number of reverse glass paintings of similar type, one pair from the 
Corning Museum of Glass, New York, see Francine Giese, Hans Bjarne 
Thomsen, Elisa Ambrosio, and Alina Martimyanova (Eds.), China and the 
West, Reconsidering Chinese Reverse Glass Painting, Berlin and Boston, 
2023, Chapter 2, Christopher L. Maxwell 'People in Glass Houses, The 
Polite and Polished in Georgian Britain', p. 34, fig. 1, for a pair painted in 
Canton between 1750-1800 (The Corning Museum of Glass, accession 
no. 2019.6.15.) where the author notes: 


"From its origins within the Roman Empire during the 3rd or 4th century 
CE, the technique of reverse painting on glass evolved into numerous 
types and, by the medieval period, its various manifestations enjoyed 
prestige throughout Europe, particularly in the territories of modern-day 
Italy, Germany, the Netherlands, and Switzerland. It was probably in the 
late seventeenth century that European reverse-painted mirrors, and the 
attendant techniques, reached China. Although the production of plate 
glass (both clear and mirrored) in China during the eighteenth century 
remained limited, by the middle of the century not only was reverse 
painting on glass well established at the Imperial Court in Beijing, but 
Chinese painters had mastered the technique to such a degree that their 
work on imported mirror glass had not only generated a market in China, 
but it was also in high demand back in Europe, and particularly in Britain." 


See also, op. cit., Chapter 10, Patricia F. Ferguson, 'Reflecting Asia, The 
Reception of Chinese Reverse Glass Paintings in Britain, 1738-1770', p. 
158, fig. 1, another reverse glass mirror painting depicting "Two Women 
Reading with Maid-servant by the Water's Edge', and dated to Canton in 
the mid-eighteenth century. 


214 | BONHAMS 


2 > 


[ 


а 
8 
= 
pr] 


THE ALAN AND SIMONE HARTMAN COLLECTION | 215 


68 

AN ARCHAISTIC WHITE JADE DUCK 

Qianlong 

With its head turning back holding a branch of marigold in the beak, the feet standing on 
a gnarled tree trunk, the stylized body detailed with keyfret patterns, the wings decorated 
with chilong dragons, the onion-white stone highly polished, with natural mottling 
inclusions. 

3 3/4in (9.5cm) high; 5 3/8in (13.6cm) long; wood stand 


$8,000 - 12,000 
£6,600 - 9,900 
HK$63,000 - 94,000 


TELE £5 i E ЕЛ ИЕН 


Marigold, known as “chrysanthemum of ten thousand years of longevity" (wanshou ju), 
often appears in artwork from the Qing dynasty. The naturalistic flowering branches and 
the gnarled tree trunk underneath the duck present a contrast to the stylized rendering of 
the duck - of rigid silhouette and design elements taken from archaic bronze vessels and 
jade carvings. 


Compare the jade duck in very similar archaistic style from the Brundage Collection, 
illustrated by Knight, Li and Tse Bartholomew, Later Chinese Jades: Ming Dynasty to 
Early Twentieth Century from the Asian Art Museum of San Francisco, San Francisco, 
2007, p. 262, no. 279, described as 19th century. 


For a similar carving of a duck looking over its back and holding a lotus stem in its beak, 
See Christie's New York, 21-22 September 1995, lot 374. 
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А GOLD-LACQUER KODANSU (MINIATURE CABINET) 

Meiji era (1868-1912), late 19th/early 20th century 

Mounted on a stand with four cabriole legs and with a hinged door 
opening to reveal three drawers, constructed with rounded chiri-i 
(ledges) to each edge and with numerous silvered-metal or shakudo 
corner pieces, edge pieces, drawer pulls, and a door catch, the 
exterior, the drawer fronts, and the reverse of the door decorated 

in different tints of gold hiramaki-e and takamaki-e with extensive 
passages of gold okibirame foil mosaic and further shaped details in 
gold and shakudö, depicting the landscape of Yoshino, south of Nara, 
with rounded hills, flowering cherry trees, rustic buildings, and stylized 
clouds, the stand decorated with shippozunagi (linked-cash) ornament 
and gold nashiji, unsigned 

5 7/8 x 7 1/8 x 4 1/2in (15 x 18 x 11.5cm); 6 1/2in (16.5cm) high 
including stand 


$2,500 - 3,500 


£2,100 - 2,900 
HK$20,000 - 27,000 
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А GOLD-LACQUER KODANSU (MINIATURE CABINET) 

WITH FLOWERS OF SPRING AND AUTUMN 

Meiji (1868-1912) or Taisho (1912-1926) era, late 19th/early 20th 
century 

With a hinged door opening to reveal three drawers, constructed with 
rounded chiri-i (ledges) to each edge and with silvered-metal hinges, 
door catch, and carrying handle, the exterior decorated in 

gold and aokin hiramaki-e and takamaki-e over a black-lacquer 
ground, lavishly embellished with gold hirame flakes and okibirame 
gold-foil mosaic, depicting streams fringed with autumn plants 
including kiku (chrysanthemum), hagi (bush clover), nogiku (daisy), 
susuki (plume grass), kikyo (Chinese bellflower), and ominaeshi 
(valerian), the reverse of the door and the drawer fronts decorated in 
gold hiramaki-e and takamaki-e on a polished gold kinji ground with 
spring plants including fuji (wisteria), tanpopo (dandelion), and sugina 
(horsetail), the drawer fronts also with flying sparrows, unsigned 

4 5/8 x 5 5/8 x 3 3/4in (11.7 x 14.3 x 9.5cm) 


$1,500 - 2,500 
£1,200 - 2,100 
HK$12,000 - 20,000 
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A GOLD-LACQUER RYOSHIBAKO (PAPER BOX) AND 
SUZURIBAKO (BOX FOR WRITING UTENSILS) 

Meiji (1868-1912) or Taisho (1912-1926) era, early 20th century 

Both with rounded corners, the ryoshibako with an inrobuta (flush-fitting 
id) and the suzuribako with a kabusebuta (overhanging lid), both slightly 
domed; the exteriors decorated in gold, aokin, and red hiramaki-e, 
takamaki-e, and togidashi maki-e with embellishments of okibirame gold- 
oil mosaic against a gold nashiji ground, depicting on the ryoshibako 

a scene in the garden of an imperial villa, perhaps intended for Prince 
Genji's Rokujo Mansion in Genji monogatari (The Tale of Genji), and on the 
suzuribako a gissha (courtier's ox-drawn carriage), both scenes with fall 
oliage; the interiors of the lids decorated predominantly in gold, aokin, and 
black hiramaki-e and takamaki-e with gold hirame flakes on an overall gold 
nashiji ground depicting poem cards illustrating the Rokkasen (Six Poetic 
Geniuses of the ninth century), each with a poem: Ariwara no Narihira, 
Sojo Henjo, Fumiya (Bun'ya) no Yasuhide, Ono no Komachi, Kisen Hoshi, 
and Otomo no Kuronushi, the interior of the suzuribako with a dögu-oki 
(implement rest) enclosing a suzuri (ink-grinding stone) and a silver and gilt 
suiteki (water dropper) in the form of a kettle with a swing handle, the rims 
gold lacquer, unsigned (2) 

Ryoshibako: 6 1/8 x 13 1/4 x 16 1/2in (15.4 x 33.8 x 42ст); 

suzuribako: 1 7/8 x 8 7/8 x 10 1/4in (4.8 x 22.5 x 26cm) 


$4,000 - 6,000 
£3,300 - 4,900 
HK$31,000 - 47,000 


Provenance 
Christie's London, November 16, 2000, lot 76 


The rich courtly imagery of this lavishly decorated set of boxes is typical 
of the output of Zohiko and other workshops, mostly based in Kyoto, that 
produced lacquer wares for Japan's emerging industrial elite with a taste 
for imagery that evoked the splendors of the country's imperial past. 
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AFTER GOTO MITSUYOSHI (GOTO SHINJO, 1780-1843) 

A Very Fine Pair of Gold, Silver, and Shakudo Incense Jars 

Meiji era (1868-1912), late 19th century 

Each modeled as a jar with a simulated kuchidi cloth cover tied tightly at the neck 
by a simulated kuchio cord, the folds of the cloth falling over the shoulder, inlaid 

in silver, shakudö, and other copper alloys with a traditional seigaiha wave pattern 
Scattered with an assortment of roundels containing motifs such as hö-6 (phoenix- 
like birds), kiri (paulownia), tsuchi (mallet of Daikoku, God of Wealth), peonies, and 
clouds, the interiors undecorated, with signature on the base in chiseled characters 
Goto Mitsuyoshi followed by a каб (cursive monogram); each contained in a silk ami 
net bag, with a double storage box, the inner lacquer box inscribed Ogon kamegata 
kotsubo (Gold incense caddies in the form of jars) (2) 

sin (7.6cm) high each 


$10,000 - 15,000 
£8,200 - 12,000 
HK$78,000 - 120,000 


For another metalwork incense jar of the same period with simulated cloth and cord, 


by Unno Moritoshi (1834-1896), see Joe Earle, Lethal Elegance: The Art of Samurai 
Sword Fittings, Boston, MFA Publications, 2004, cat. no.150. 
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YAMAGUCHI SHÖJÖSAI (1900-1978) 

A Gold-Lacquer Three-Case /пгб (Medicine Case) 

in the Form of an Oi (Backpack) 

Showa era (1926-1989), mid-20th century 

Modeled and decorated as an oi (backpack worn by medieval 
travelers) with integral himotoshi (cord runners) and decorated 
predominantly in gold hiramaki-e and takamaki-e with embellishments 
of hirame gold flakes mimicking all the typical features of an оѓ 
including the doors on the back and their fittings, the carrying straps 
on the front, the four feet for resting the pack on the ground, and the 
different materials, including wood planks and twill-plaited bamboo 
panels, used in its construction, the interiors gold nashiji, signed 
underneath with gold hiramaki-e characters Shojosai saku (Made by 
Shojosai) with a red-lacquer seal; with a silk cord and gold-lacquer 
ojime; lacquered wood storage box inscribed 7suta no hosomichi 
on-inrö (Inro with the Narrow Ivy Road) in allusion to a chapter in /se 
monogatari (The Tales of Ise, tenth century), in which travelers pass 
through an ivy-covered mountain pass 

4 3/8in (11cm) high 


$1,500 - 2,500 


£1,200 - 2,100 
HK$12,000 - 20,000 
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Among the best-known of twentieth-century inrö artists, Shojosai was 
born Yamaguchi Shozaburo in Niigata; disabled by polio at an early 
age, he used crutches throughout his life and borrowed two characters 
from the Japanese word for crutches, matsubazue, to form his own 
art name. After a time spent lacquering mass-produced butsudan 
(household Buddhist altars) he joined the Tobe studio and began to 
manufacture inro and other maki-e items of superior quality, becoming 
an independent artist in 1928. He made fine inro both before and 
after World War II (see plala.or.jp/Pota/makietextweb1/makieweb/ 
shojosairireki/rirekiweb1.html and E. A. Wrangham, The Index of Inrö 
Artists, Harehope, Northumberland, Harehope Publication, 1995, 
p.249, which gives an alternative birth date of 1893). 
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KAJIKAWA LINEAGE 

A Black- and Gold-Lacquer Four-Case Inrö (Medicine Case) 

Edo period (1615-1868), 19th century 

Of rounded rectangular plan with applied himotöshi (cord runners), 
decorated in gold, silver, and colored hiramaki-e and takamaki-e with 
embellishments in okibirame gold-foil mosaic against a polished black 
roiro ground, depicting on one side travelers of various classes in a 
ferry boat poled from the shore by a boatman and on the other side a 
samurai and attendants running unsuccessfully to get on board, signed 
in gold hiramaki-e on the base Kajikawa saku (Made by Kajikawa) with 
a red seal Ei; with a silk cord 

3 1/2in (8.9cm) high 


$1,500 - 2,500 
£1,200 - 2,100 
HK$12,000 - 20,000 


The scene depicted here, sometimes known in Japanese as 
Noriaibune ("All in the Same Boat"), was first depicted by the painter 
Hanabusa Itcho (1652-1724). Itcho's disciples reproduced Noriaibune 
and several other of the master's designs in a woodblock-printed book 
that would become a rich source of motifs for lacquer decoration right 
through the Edo period and beyond." 


1. Miriam Wattles, The Life and Afterlives of Hanabusa Itchö, Artist- 
Rebel of Edo, Leiden and Boston, Brill, 2013, p. 52; Hanabusa 
Ippo, Ehon zuhen (A Book of Pictures), Osaka, 1752, reproduced 
in Hanabusa Itchö ehon sanshu (Three Picture Books by Hanabusa 
Itcho), Tokyo, Taihei Shooku, 2006, pp. 78-79 
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A GOLD-LACQUER KODANSU (MINIATURE CABINET) 

Taisho era (1912-1926), early 20th century 

With a hinged door opening to reveal four drawers, constructed with 
rounded chiri-i ledges to each edge and with silvered-metal hinges, 
door catch, and carrying handle, the exterior decorated in gold and 
aokin hiramaki-e and takamaki-e over a polished gold kinji lacquer 
ground with embellishments of okibirame gold-foil mosaic, depicting 
wisteria branches, leaves, and blossoms, the reverse of the door and 
the drawer fronts decorated in similar techniques on a polished black 
roiro ground densely sprinkled with gold and silver hirame flakes, 
depicting butterflies, a stream, and spring plants including katabami 
(woodsorrel), cherry blossom, plum blossom, sugina (horsetail), and 
tanpopo (dandelion), unsigned 

8 1/4 x 9 5/8 x 6 15/16in (20.9 x 24.4 x 17.6cm) 


$4,000 - 6,000 
£3,300 - 4,900 
HK$31,000 - 47,000 


For a similar example of a kodansu with wisteria design, by the 
influential lacquerer and design innovator Akatsuka Jitoku (1871-1936), 
see Spink and Son Limited, Japanese Lacquer: Miyabi Transformed, 
exhibition catalogue, London, 1997, cat. no.45. 
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SEGAWA SHÖRYÜ 

A Black- and Colored-Lacquer Tebako (Accessory Box) 

Showa era (1926-1989), circa 1926-1935 

Rounded rectangular with a domed inröbuta (flush-fitting lid), the 
exterior decorated in gold, silver, and colored hiramaki-e and high-relief 
takamaki-e with inlay of gold, silver, and shell, the eyes inlaid in crystal, 
all against a polished black roiro ground, depicting Minamoto no 
Yoshihira in pursuit of Taira no Shigemori, the sides with stylized pine 
trees, the interior rich gold nashiji, the rims silver, signed under the lid 
Shoryu, with a kao (cursive monogram); with a double wood storage 
box, the inner box inscribed Taikenmon no ikusa maki-e ontebako 
(Tebako with maki-e design of the Battle at the Taiken Gate); signed on 
the reverse Heian Shoryd saku (Made by Shoryü of Kyoto) and sealed 
Shoryü; the outer box with an exhibition inventory sticker of the Mikami 
Lacquer Store (Mikami Yokodo) 

10 1/2 x 9 1/2 x 5 S/4in (26.7 x 24.1 x 14.6cm) 


$4,000 - 6,000 
£3,300 - 4,900 
HK$31,000 - 47,000 


This box's boldly encrusted decoration depicts a celebrated moment 
in the Battle of the Taiken Gate, often seen in nineteenth-century 
woodblock-print designs that the lacquer artist would have drawn on 
for his dramatic treatment of the subject. The action took place in 1156 
when Minamoto no Yoshitomo and Fujwara no Nobuyori conspired 
to overthrow Emperor Go-Shirakawa; Shigemori, a general of the 
opposing Taira clan, gained entrance to the Imperial Palace through 
the Taiken Gate and routed Nobuyori's army. Resting during a lull in 
the action, he was caught off guard and attacked by Yoshitomo's son 
Yoshihira, but managed to remount and escape on horseback with 
Yoshihira in hot pursuit. 


An accomplished lacquer artist known for his samurai subjects, usually 
from the twelfth-century wars between the Taira and Minamoto clans, 
Segawa Shoryü worked for the Zohiko Company of Kyoto under the 
leadership of Nishimura Hikobei VIII and made lacquer decorations 
for the Mitsui Club in Tokyo. A label on the outer storage box for the 
present lot indicates that he also worked for Mikami Yokodo, another 
prestigious lacquer business that exhibited frequently at home and 
abroad from 1893 until 1937. For lacquer plaques by Shoryü, see 
Mitsui Kinen Bijutsukan (Mitsui Memorial Museum), Karei naru "Kyo 
maki-e": Mitsui-ke to Zohiko shikki (Zohiko Urushi Art from the Mitsui 
Memorial Museum Collection), exhibition catalogue, 2011, pp.81- 

84 and Grace Tsumugi Fine Art, Japanese Works of Art, exhibition 
catalogue, London, 2015, cat.no.9; for Mikami Yokodo, see Erik 
Thomsen Asian Art, Japanese Paintings and Works of Art, exhibition 
catalogue, New York, 2010, cat. no.30. 
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KÖGYOKUSAI 

A Gold-Lacquer and Mixed-Metal Four-Case Inrö (Medicine Case) 

Edo period (1615-1868) or Meiji era (1868-1912), 19th century 

Of lenticular plan with integral himotöshi (cord runners), decorated in 
gold hiramaki-e, takamaki-e, and togidashi maki-e with embellishments 
in okibirame gold-foil mosaic and high-relief inlay of gold, silver, and 
shibuichi, depicting a kneeling figure in Chinese dress on a pine-clad 
island looking up at a female deity floating on clouds on the reverse, 
signed in gold hiramaki-e on the base Kögyokusai; with a silk cord and 
Silver ojime 

3 1/2in (8.9cm) high 


$2,000 - 3,000 


£1,600 - 2,500 
HK$16,000 - 23,000 
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KAKOSAI SHOZAN LINEAGE 

A Gold-Lacquer Four-Case /nró (Medicine Case) 

Edo period (1615-1868) or Meiji era (1868-1912), late 19th/early 20th century 
Of almost lenticular plan with applied himotoshi (cord runners), decorated in 
gold hiramaki-e and takamaki-e with bold shell inlay against a polished gold 
kinji ground, depicting on one side two rats and on the other side one rat, 
nibbling grains of rice that have leaked from two rice bales, signed in gold 
hiramaki-e on the base Kakösai; with a silk cord and gilt-wood ojime 

3 7/8in (9.8cm) high 


$2,500 - 3,500 
£2,100 - 2,900 
HK$20,000 - 27,000 
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А TWO-TIERED GOLD-LACQUER SUZURIBAKO 

(BOX FOR WRITING UTENSILS) 

Edo period (1615-1868) or Meiji era (1868-1912), 19th century 

In the form of a koto, the exterior of the kabusebuta (overhanging lid 
decorated in gold, aokin, silver, and colored hiramaki-e, takamaki-e, and 
togidashi maki-e mimicking many of the features of a real koto including 

the grain of the kiri (paulownia) wood body, the 13 gen or ito (strings) each 
with a kotoji or hashira (bridge), the ryügaku and kashiwagata panels at, 
respectively, the wider and narrower ends, the panels with bird-and-flower 
designs, the interior of the lid decorated in gold hiramaki-e and takamaki-e 
with embellishments of okibirame gold-foil mosaic against a polished black 
roiro ground sprinkled with gold hirame and mura-nashiji flakes, the interior 
of the box fitted with an Ла (baseboard) with the same finish enclosing 

a suzuri (ink-grinding-stone) and a copper alloy and silver suiteki (water 
dropper) in the form of two kotoji, the rims silver, unsigned; with a wood 
storage box inscribed Kotogata maki-e suzuribako (Maki-e suzuribako in the 
form of a koto) 

9 7/8 x 4 3/8 x 2 3/8in (25.2 x 11.2 x бст) 


$2,000 - 3,000 
£1,600 - 2,500 
HK$16,000 - 23,000 


For similar examples of this popular form of suzuribako, see Martha Boyer, 
Catalogue of Japanese Lacquers [in the Walters Art Gallery], Baltimore, 
1970, cat. nos.198 (pl.66) and 322 (pl.137); Tadaomi Соке and others 

Meiji no Takara: Treasures of Imperial Japan, Lacquer, Part 1, London, Kibo 
Foundation, 1995, cat. no.84; E.F. Strange, Catalogue of Japanese Lacquer 
[in the Victoria and Albert Museum], London, His Majesty's Stationery Office, 
1924, vol.1, cat. no.10 and pl.5; and Spink and Son Limited, Japanese 
Lacquer: Miyabi Transformed, exhibition catalogue, London, 1997, cat. 
no.29. 
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А GOLD-LACQUER CIRCULAR SUZURIBAKO (BOX FOR 
WRITING UTENSILS) 

Meiji (1868-1912) or Taisho (1912-1926) era, early 20th century 

The flat-topped inröbuta (flush-fitting lid) with beveled chiri-i ledge, 
decorated predominantly in gold hiramaki-e and takamaki-e against a 
polished gold kinji ground with embellishments of gold foil, depicting 
a cherry tree in full blossom, the interior of both box and lid decorated 
in similar techniques against a gold nashiji ground with scattered 
chrysanthemums, the box with a raised central section enclosing a 
suzuri (ink-grinding-stone) and a silver gilt suiteki (water dropper) in the 
form of a chrysanthemum, the rims silver, unsigned 

1 1/8 x 9 1/2in (8 x 24cm) 


$4,000 - 6,000 


£3,300 - 4,900 
HK$31,000 - 47,000 
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A SET OF GOLD AND SHAKUDO SWORD FITTINGS 

Edo period (1615-1868), 18th/19th century 

Comprising a fuchi-gashira (pommel and collar), kojiri (end piece), 
tsuba (hand guard), pair of menuki (hilt grips), and kozuka (dagger 
handle), all except the menuki of shakudö (copper-gold alloy) chiseled 
with a ground imitating twill plaiting, inlaid in relief with gold shishi 
(mythical Chinese lions), the menuki gold, each modeled as shishi, 
unsigned; with a wood storage box (7) 

The kozuka 3 6/8in x 5/8in (9.5 x 1.4cm) 


$2,000 - 3,000 


£1,600 - 2,500 
HK$16,000 - 23,000 
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KITAGAWA SOTEN LINEAGE 

A Set of Daishö Tsuba (Hand Guards for a Long and a Short Sword) 
Edo period (1615-1868), late 18th/early 19th century 

Each of shakudö pierced and inlaid in gold, silver, and copper with 
Yoshitsune, the warrior monk Benkei, and their lieutenants on their way 
through the mountains, each signed Söheishi Nyudö Soten sei (Made 
by the Priest Soheishi Söten); each with a wood storage box (2) 

3 1/8 x 2/7/8in (7.8 x 7.2cm) (The largest) 


$1,500 - 2,500 
£1,200 - 2,100 
HK$12,000 - 20,000 


THE ALAN AND SIMONE HARTMAN COLLECTION | 237 


83 


83 

OTSUKI YOSHIYASU 

A Fuchi-Gashira (Pommel and Collar for a Sword Hilt ) 

Edo period (1615-1868), early/mid-19th century 

Of solid gold, worked with nanako granulation and chiseled in relief 
with dogs and puppies, signed Otsuki Yoshiyasu (Вубуб) with a kao 
(cursive monogram); with a wood storage box (2) 

Fuchi: 1 4/8 x 6/8in (3.3 x 1.5cm) 


$1,500 - 2,500 


£1,200 - 2,100 
HK$12,000 - 20,000 
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84 

RYOUNSAI MORITOSHI (1834-1896) 

A Decorative Tsuba (Hand Guard for a Sword) 

Edo period (1615-1868) or Meiji era (1868-1912), late 19th century 
Rounded rectangular with an irregular hammered-up edge, chiseled 
and inlaid in gold, silver, shakudo, and copper with Enma-o the Hell 
Judge seated at his desk looking aghast at the sins recorded in his 
register, the reverse with a rocky mountainside, signed Ryounsai 
Moritoshi kore o tsukuru (Ryounsai Moritoshi made this); 

with a wood storage box 

3 7/8 x 3 1/4in (9.1 x 8.3cm) 


$1,500 - 2,500 
£1,200 - 2,100 
HK$12,000 - 20,000 


85 

КАСА СОТО LINEAGE 

A Set of Daishö Tsuba (Hand Guards for a Long and a Short Sword) 
Edo period (1615-1868), late 18th/early 19th century 

Each of shakudö and gold in mokkö (four-lobed) form, chiseled and 
inlaid in relief with waves and dragons, unsigned; with a fitted wood 
tomobako storage box titled and inscribed on the reverse of the lid 
with an attestation dated 1980 attributing the set to the Goto family of 
Kaga Province (2) 

2 7/8 x 2/5/8in (7.5 x 6.7cm) (the larger) 


$1,500 - 2,500 
£1,200 - 2,100 
HK$12,000 - 20,000 
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AFTER HARA YOYUSAI (1772-1845/6) 

A Gold-Lacquer Four-Case Inrö (Medicine Case) 

Edo period (1615-1868) or Meiji era (1868-1912), late 19th/early 20th century 
Of almost lenticular plan with applied himotöshi (cord runners), decorated in 
gold, silver, and colored hiramaki-e and takamaki-e and shell against a ground 
of dense gold hirame flakes, depicting a dozing courtesan, her fan inlaid in 
shell, her left arm resting on a kyösoku armrest, enjoying an auspicious New 
Year dream of Mount Fuji, a hawk, and an eggplant, with signature in gold 
hiramaki-e on the base Yoyusai; with a silk cord and a carved lacquer ojime 

3 5/8in (9.2cm) high 


$2,000 - 3,000 


£1,600 - 2,500 
HK$16,000 - 23,000 
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87 
AFTER HARA YOYUSAI (1772-1845/6) 
A Gold-Lacquer Four-Case Inrö (Medicine Case) 

Edo period (1615-1868) or Meiji era (1868-1912), late 19th/early 20th century 
Of lenticular plan with integral himotöshi, decorated in gold, silver, and colored 
hiramaki-e and takamaki-e against a polished gold kinji ground, depicting on 
one side a Manzai New Year dancer performing on stage and on the other side 
kadomatsu (pine saplings) and railings, with signature in gold hiramaki-e on the 
base Yoyusai saku; with a silk cord and lacquered ojime 
3 1/2in (8.9cm) high 


$2,000 - 3,000 
£1,600 - 2,500 
HK$16,000 - 23,000 
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А BLACK- AND GOLD-LACQUER SUZURIBAKO 

(BOX FOR WRITING UTENSILS) 

Meiji (1868-1912) or Taisho (1912-1926) era, late 19th/early 20th century 
Rounded rectangular with domed kabusebuta (overhanging lid), with 
rounded corners and domed top, decorated in gold, aokin, and silver 
hiramaki-e, takamaki-e, and togidashi maki-e against a black ground 
with sparse gold hirame flakes, depicting a jakoneko (musk cat) and two 
kits seated on a bank, the interior of the lid with willow and cherry trees 
in similar techniques, the interior of the box with fude-oki (brush rests) to 
either side of the suzuri (ink-grinding-stone), the ita (baseboard) enclosing 
a copper-alloy suiteki (water dropper) in the form of a bundle of grass, 
unsigned; with a wood storage box inscribed Onsuzuribako 

93/8 x 8 1/2 x 1 3/4in (24 x 21.6 x 4.5cm) 


$2,500 - 3,500 
£2,100 - 2,900 
HK$20,000 - 27,000 


The jakoneko, musk rat or civet, made its first appearance in Japanese 
art in a pair of sixteenth-century screens attributed to Kano Utanosuke 
(died circa 1575) which is now divided between the Museum of Fine Arts, 
Boston, and the Suntory Museum, Tokyo. It is very rarely seen in lacquer. 
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A BLACK-LACQUER FOUR-TIERED JÜBAKO 

(SET OF STACKING BOXES) 

Meiji (1868-1912) or Taisho (1912-1926) era, early 20th century 

The square tiered box with inrobuta (flush-fitting lid) supported on four 
bracket feet, the exterior decorated in gold, silver, and red togidashi maki-e 
with embellishments of gold hirame flakes, kinpun powder, and okibirame foil 
mosaic against a polished black roiro ground, depicting a pheasant, tanpopo 
(dandelion), warabi (edible fern), sumire (violet), botan (peony), plum blossom, 
magnolia, and other flowers and birds, the reverse of the lid with butterflies in 
gold, brown, and red hiramaki-e, the exterior edges and interiors all finished in 
varying densities of gold hirame flakes, the interior edges matte gold fundame 
lacquer, unsigned; with a wood storage box inscribed Maki-e kiji no zu jübako 
(Tiered box with a maki-e picture of pheasants) 

6 1/4in (15.8cm) high 


$3,000 - 4,000 
£2,500 - 3,300 
HK$23,000 - 31,000 


Published 


Shiozaki Kazuko, ed., Maki-e saiko (Maki-e Reconsidered), 
Yüraku 70 (January 1999), p.9 
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А ВГАСК- AND GOLD-LACQUER RYÖSHIBAKO (PAPER BOX) 

Meiji (1868-1912) or Taisho (1912-1926) era, late 19th/early 

20th century 

Rounded rectangular, the slightly domed kabusebuta (overhanging lid) 
with flat chiri-i ledge, the exterior decorated in gold and silver hiramaki-e 
and takamaki-e and gold and silver foil with embellishments of okibirame 
gold-foil mosaic against a polished black roiro ground sprinkled with hirame 
flakes, depicting an early spring scene at the corner of a villa in an imperial 
garden, perhaps Prince Genji's Rokujo domain from Genji monogatari 
(The Tale of Genji), with kadomatsu (pine saplings), mature pines, and 
flowering cherry trees, the interiors finished in black lacquer liberally 
sprinkled with gold hirame flakes, the rims silver, unsigned 

11 1/2 x 9 5/8 x Sin (29 x 24.3 x 13cm) 


$2,000 - 3,000 
£1,600 - 2,500 
HK$16,000 - 23,000 
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А GOLD-LACQUER AND SHELL FOUR-CASE INRÖ 
(MEDICINE CASE) 

Meiji era (1868-1912), late 19th/early 20th century 

Of rounded lenticular plan with integral himotöshi (cord runners), 

the polished gold kinji lacquer ground decorated in gold and aokin 
hiramaki-e and takamaki-e, red lacquer, and shell depicting a rooster 
with long tail feathers perched on a branch of wisteria with peonies 
flowering below, the reverse with wisteria, unsigned; with a silk cord 
and a polished stone ojime; with an unassociated wood storage box 
and label 

3 3/4in (9.5cm) high 


$3,000 - 6,000 


£2,500 - 4,900 
HK$23,000 - 47,000 
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A GOLD AND SHAKUDO SAYA (SHEATH-TYPE) INRO 
(MEDICINE CASE) 

Edo period (1615-1868) or Meiji era (1868-1912), mid/late 19th century 
The inner section partially gilded stippled silver, comprising two cases 
and a cover, the outer saya of shakudo and gold, of lenticular plan 
with applied himotoshi (cord runners), boldly chiseled on each side as 
a dragon in clouds and pierced to reveal the inner section; with a silk 
cord and a coral ojime and netsuke each in the form of a natural coral 
branch, unsigned; with an unassociated wood storage box 

2 3/4in (7cm) high 


$2,000 - 3,000 
£1,600 - 2,500 
HK$16,000 - 23,000 


93 

KAJIKAWA LINEAGE 

A Gold-Lacquer Five-Case Inrö (Medicine Case) 

Of rounded rectangular plan with applied himotöshi (cord runners), 
decorated in gold and colored hiramaki-e and takamaki-e with 
embellishments in gold foil and shell depicting horses gamboling and 
drinking in a landscape with trees and a stream, signed on the base in 
gold hiramaki-e characters Kajikawa saku with a red-lacquer seal Ei; 
with a silk cord and a carved lacquer ojime 

4in (10.1cm) high 


$2,000 - 3,000 
£1,600 - 2,500 
HK$16,000 - 23,000 
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A BLACK- AND GOLD-LACQUER SUZURIBAKO 

(BOX FOR WRITING UTENSILS) 

Meiji (1868-1912) or Taisho (1912-1926) era, early 20th century 
Rectangular with rounded corners and domed kabusebuta 
(overhanging lid), the exterior decorated in gold, silver, and colored 
hiramaki-e and takamaki-e with embellishments of gold hirame flakes 
and okibirame foil mosaic, all against a dense background of irregular 
gold-foil mosaic, depicting the bodhisattva Fugen (Samantabhadra) 
Seated on an elephant and reading a handscroll in front of a six-panel 
Screen with a landscape of mountains, a waterfall, and pavilions, 

the design extending over one side of the box, the interior of the lid 
decorated in similar techniques against a fine gold nashiji ground, 
depicting a raised sudare blind and musical instruments (drums, 
cymbals, flutes, and biwa lute), the interior of the box with a fude-oki 
(brush rest), its raised central section enclosing a suzuri (ink-grinding- 
stone) and a silvered metal suiteki (water dropper) in the form of two 
overlapping squares, the rims matte gold fundame lacquer, unsigned 
1 3/4 x 8 1/2 x 9 7/8in (4.5 x 21.7 x 25cm) 


$4,000 - 6,000 


£3,300 - 4,900 
HK$31,000 - 47,000 
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KAJIKAWA BUNRYÜSAI LINEAGE 

A Black- and Gold-Lacquer Four-Case Inrö (Medicine Case) 

Edo period (1615-1868), 19th century 

Of almost lenticular plan with applied himotöshi (cord runners), 
decorated in gold, silver, and colored hiramaki-e and takamaki-e 
against a polished black roiro ground, depicting episodes from the 
naval battle of Dannoura (1185), on one side a warship with a prow in 
the form of a geki (a fabulous bird of Chinese origin) and on the other 
side another ship with a samurai standing in the bows holding a fan, 
above the waves the Minamoto hero Yoshitsune about to perform his 
celebrated hassotobi (leap over eight ships) to escape a Taira attack, 
signed in gold hiramaki-e on the base Kajikawa Bunryusai saku; with а 
Silk cord and bone ojime 

3 5/8in (9.2cm) high 


$2,500 - 3,500 


£2,100 - 2,900 
HK$20,000 - 27,000 
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IIZUKA LINEAGE 

A Black-Lacquer Four-Case Inrö (Medicine Case) 

Edo period (1615-1868), 19th century 

Of rounded rectangular plan with integral himotoshi (cord runners), 
decorated in gold, silver, and colored hiramaki-e and takamaki-e with 
carved katagiribori details, depicting on one side an Oharame (woman 
from Ohara, near Kyoto) with a bundle of firewood on her head, a 
rope around her waist tied to an ox laden with firewood on the other 
Side, a tree between them, signed on the base in carved characters 
Kanshosai horu (Carved by Kanshosai) with a Каб (cursive monogram) 
and in gold hiramaki-e characters Toshi byo (Maki-e by Toshi) with а 
red lacquer kao; with a silk cord and a polished stone ojime 

2 7/8in (7.3cm) high 


$2,000 - 3,000 
£1,600 - 2,500 
HK$16,000 - 23,000 
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A GOLD-LACQUER SUZURIBAKO (BOX FOR WRITING UTENSILS) 
Meiji (1868-1912) or Taisho (1912-1926) era, early 20th century 
Rectangular, the flat-topped kabusebuta (overhanging lid) with beveled 
chiri-i ledge, the exterior decorated in gold hiramaki-e, takamaki-e, and foil 
against a dense gold nashiji background, depicting a willow and two cherry 
trees in full flower, the interior of the lid decorated in similar techniques with 
the addition of silver lacquer, depicting a peony bush on a bank above a 
fast-flowing stream, the interior of the box with bamboo grass and flower 
designs to the base, fitted with two bon (brush trays) to the left and right 
of a central Ла (baseboard) enclosing a suzuri (ink-grinding-stone) and a 
Silvered and gilt-metal suiteki (water dropper) in the form of a cluster of 
peony blossoms, with an assortment of unassociated writing utensils, the 
rims matte gold fundame lacquer, unsigned 

10 1/8 x 9 1/4 x 2 1/8in (26.3 x 23.5 x 5.5cm) 


$3,000 - 4,000 


£2,500 - 3,300 
HK$23,000 - 31,000 
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А BLACK- AND GOLD-LACQUER SUZURIBAKO 

(BOX FOR WRITING UTENSILS) 

Edo period (1615-1868), 19th century 

Almost square, the flat-topped kabusebuta (overhanging lid) with 
rounded chiri-i ledge, the exterior decorated in gold, aokin, and colored 
hiramaki-e, takamaki-e, and togidashi maki-e with embellishments of 
gold and silver okibirame mosaic against a background of polished 
black roiro lacquer densely sprinkled with gold hirame flakes, depicting 
wo shishi (mythical Chinese lions) crouching on a rock amid stormy 
seas and a gilt-metal sun in clouds above, the interior decorated in 
similar techniques with a saddled but riderless horse grazing beside a 
stream with peonies along its banks and a silvered-metal moon above, 
the interior of the box with a bon (brush tray) to the right and an Ла 
(baseboard) to the left enclosing a suzuri (ink-grinding-stone) and a gilt- 
metal suiteki (water dropper) in the shape of a melon, the rims matte 
gold fundame lacquer, unsigned 

1 5/8 x 8 1/4 x 8 7/8in (4.2 x 21.0 x 22.6cm) 


+ 


$3,000 - 5,000 
£2,500 - 4,100 
HK$23,000 - 39,000 
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Provenance 
Christie's London, November 16, 2000, lot 63 


Published 
Spink and Son Limited, Japanese Lacquer: Miyabi Transformed, 
exhibition catalogue, London, 1997, cat. по.10 


The grazing saddled but riderless horse is a humorous reference to a 
poem by Söjö Henjö (816-890) in the Autumn section of the Kokinshü 
anthology: Na ni medete / oreru bakari zo / ominaeshi / ware ochiniki 
to / hito ni kataru na (Just because | loved / your name had to pick 
you, maidenflower / please do not let others know / the depths I 

have fallen to), with the implication that the venerable priest Henjo 
actually fell from his horse while admiring ominaeshi flowers. The motif 
of a riderless horse, which appears to owe its origins to the painter 
Hanabusa Itcho (1652-1724), appears on an unsigned suzuribako 

in the Idemitsu Art Museum, Tokyo, attributed to a member of the 
Yamamoto Shunsho family; the same design is included in Shunsho 
hyakuzu, a book of Shunsho lacquer designs, alongside the poem 
given above.! In both cases, the horse design is seemingly unrelated 
to the motifs on the exterior of the lid. Other versions of the design 
include one where Henjo is actually depicted and another that includes 
characters from the poem.? 


1. V.F. Weber, Koji Höten, Dictionnaire à l'usage des amateurs et 
collectionneurs d'objets d'art Japonais et Chinois, Paris, Privately 
Printed, 1923, p.328 and fig.911; Nagoya City Museum, Maki-eshi 
Shunshö (The Maki-e Master Shunshö), exhibition catalogue, Nagoya, 
1992, cat. no.85 


2. Barry Davies Oriental Art Ltd., Inrö and Lacquer from the Jacques 
Carré Collection, exhibition catalogue, 2000, cat. no.43; Henri L. Joly 
and Kumasaku Tomita, Japanese Art and Handicraft, Loan Exhibition 
Held in Aid of the British Red Cross, London, 1916, p.57, no.8. plate 
LIX 
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MOTOTADA Although Mototada is listed by some authorities as a seventeenth- 

A Black-and Gold-Lacquer Five-Case Inrö (Medicine Case) century court noble and amateur lacquerer, many surviving examples 
Edo period (1615-1868) or Meiji era (1868-1912), 19th century of his work appear to date from the nineteenth century, leading Takao 
Of rounded rectangular plan with applied himotöshi (cord runners), (see below) to describe him as an artist of the late Edo period; see 
decorated in gold and silver hiramaki-e and takamaki-e with gold E.A. Wrangham, The Index of Inrö Artists, Harehope, Northumberland, 
kinpun powder and okibirame foil mosaic against a polished black Harehope Publications, 1995, pp.187-8; Takao Yo, Kinsei makie-shi 
roiro ground, depicting pheasants by an upland torrent fringed with meikan (A List of Edo and Meiji Maki-e Artists), Rokusho 20 (1996), 


flowering cherry trees, signed in gold hiramaki-e on the base Mototada p.108. 
(Kito) and with a red lacquer kao in the form of a kinchaku (money 

pouch); with a silk cord and a stone ojime 

3 5/8in (9.2cm) high 


$2,000 - 3,000 


£1,700 - 2,500 
HK$16,000 - 23,000 
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KOMA KORYÜ AND ISHIGURO LINEAGES 

A Gold-Lacquer and Metal Four-Case Inrö (Medicine Case) 

Edo period (1615-1868) or Meiji era (1868-1912), late 19th/early 20th century 
Of lenticular plan with integral himotöshi, decorated in gold and aokin 
hiramaki-e and togidashi maki-e with metal details, depicting a fox spirit 
assisting the swordsmith Munechika in forging a sword beneath a shimenawa 
(sacred rope), the reverse with foxes running through a landscape with 
numerous torii (Shinto shrine archways), with signatures on the base chiseled 
on a gold plaque /shiguro Masatsune for the metalwork and in gold hiramaki-e 
characters Koma Koryü saku for the lacquer; with a silk cord and a carved 
lacquer ojime 

3 1/2in (8.9cm) high 


$2,000 - 3,000 
£1,700 - 2,500 
HK$16,000 - 23,000 


THE ALAN AND SIMONE HARTMAN COLLECTION | 259 


101 

А GOLD-LACQUER KODANSU (MINIATURE CABINET) 

Meiji era (1868-1912), late 19th/early 20th century 

With a hinged door opening to reveal four drawers, constructed with rounded 
chiri-i ledges to each edge finished in Gyobu nashiji flakes and with silvered- 

metal hinges, lockplate, drawer pulls, and carrying handle, supported on an 
integral scalloped base, the exterior and interior decorated in gold hiramaki-e and 
takamaki-e lavishly embellished with okibirame gold-foil mosaic, depicting a spring 
mountain landscape with maple, pine, and flowering cherry trees, the interiors rich 
gold nashiji, unsigned; with a wood storage box inscribed outside Onhairyo sansui 
somaki-e ontebako (Tebako with an all-over maki-e landscape, an imperial gift) 
and with an accompanying document including a scaled colored drawing of the 
tebako and a note to the effect that it was presented by the Empress on June 11, 
1906 to the Princess President of the Red Cross Volunteer Nurses' Association 
(Princess Sanjo Chieko) 

8 5/8 x 6 1/4 x 7 5/8in (21.3 x 15.7 x 19.3cm) 


$2,000 - 3,000 
£1,600 - 2,500 
HK$16,000 - 23,000 


The President of the Volunteer Nurses' Association was Princess Sanjo Chieko 
(1872-1947). Well-known for her philanthropic and patriotic efforts, especially 
during the Russo-Japanese War, she was the younger daughter of Sanjo 
Sanetomi (1837-1891) and wife of Prince Kaninnomiya Kotohito (1865-1945), 
President of the Japanese Red Cross. 
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ISHIGURO AND KAJIKAWA LINEAGES 

A Gold-Lacquer Suzuribako (Box For Writing Utensils) 

Meiji (1868-1912) or Taisho (1912-1926) era, late 19th/early 20th century 
Rectangular with slightly rounded corners, the exterior and sides of the 
kabusebuta (overlapping lid) decorated in gold, aokin, and silver hiramaki-e 
and bold relief takamaki-e with extensive embellishments of red lacquer and 
okibirame gold-foil mosaic, the warriors in shakudö, shibuichi, gold, and silver, 
depicting Taira no Tadanori seated beneath a cherry tree composing a famous 
poem on the eve of the battle of Ichinotani (1184), mountains, clouds, and a 
waterfall in the background, the reverse of the lid in similar techniques with an 
attendant samurai and dog, a rustic gateway in the background, the interior 
of the box finished in gold nashiji with a matte gold fundame frame enclosing 
a suzuri (ink-grinding stone), a gilt-metal suiteki (water dropper) in the form 

of a pine tree, and a set of utensils finished in gold nashiji and with silvered- 
metal fittings comprising sumitori (ink holder), tosu (paper knife), kiri (skewer 
for piercing paper), and two fude (brushes), the reverse of the lid with gold 
hiramaki-e signature Kajikawa saku (Made by Kajikawa), red-lacquer 

Seal Ei, gold hiramaki-e mark Kinko (Metalwork), and gold-inlaid plaque 
Ishiguro Masayoshi 

1 7/8 x 83/8 x 10in (4.8 x 21.3 x 25.5cm) 


$2,500 - 3,500 
£2,100 - 2,900 
HK$20,000 - 27,000 


After the warrior-poet Tadanori perished at the battle of Ichinotani, his body 
was identified by a verse he had composed the night before that was found 
fastened to his quiver: /kikurete / konoshitakage o / yado to seba / hana ya 
koyoi no / arujii naramashi (As | made my way / just as night was drawing in / 
if | were to lie / in the shelter of a tree / the blossoms might be my hosts). 
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А BLACK- AND GOLD-LACQUER SUZURIBAKO 

(BOX FOR WRITING UTENSILS) 

Edo period (1615-1868), late 18th/early 19th century 

Almost square with rounded corners, the kabusebuta (overlapping lid) 

slightly domed, decorated in gold and silver hiramaki-e and takamaki-e with 
embellishments of okibirame gold-foil mosaic against a black-lacquer ground 
sprinkled with gold hirame flakes, depicting an ancient prunus shrub putting 
forth its first flowering stems at the end of winter, the interior of the lid and the 
ita (baseboard) to the box both executed in similar techniques with a design of 
bamboo grasses and ferns, the ita enclosing a suzuri (ink-grinding stone) and 
copper-alloy suiteki (water dropper) set within a two-tier gilt-copper base, the 
rims matte gold fundame lacquer, unsigned 

1 3/4 x 8 1/8 x 8 7/8in (4.5 x 20.5 x 22.5 cm) 


$2,500 - 3,500 


£2,100 - 2,900 
HK$20,000 - 27,000 
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YAMAZAKI MUSHÜ (BORN 1977) 

A Black-Lacquer Nagatebako (Accessory Box) 

Heisei era (1989-2019), 2007 

The elongated rectangular box decorated in gold, silver, and colored hiramaki-e, 
high-relief takamaki-e, and togidashi maki-e with embellishments of gold hirame 
flakes and kinpun powder, depicting shells for the kaíawase shell-matching 
game and pine seedlings against a ground of polished black roiro lacquer, the 
exteriors of the shells with clouds, the interiors with motifs including a taiko drum 
and nomaku (outdoor curtain), an egret by a pond, a samurai helmet, and a 
spinning top, the interior and base finished in dense gold nashiji, the rims silver, 
Signed on an inlaid shell plaque on the end Musha; with a fitted wood tomobako 
storage box inscribed and signed outside Nagatebako kaiawase maki-e Musha 
(Rectangular accessory box with shell-matching game design in maki-e, Mushü) 
and sealed Миза 

1 3/4x 8 1/2x 3 1/2in (4.7 x 21.3 x 8.6cm) 


$3,000 - 4,000 
£2,500 - 3,300 
HK$23,000 - 31,000 


Provenance 
Purchased from Erik Thomsen Asian Art 


Born the eldest son of a lacquerer, in his late teens Yamazaki Mushü (birthname: 
Atsushi) entered the workshop of Nakamura Shüzo to receive instruction in the 
techniques of Kaga maki-e, a regional style of lacquer decoration dating back 
to the time of Maeda Toshitsune (1594-1658), lord of Kaga Province (present- 
day Ishikawa Prefecture). In 1990 he assumed his artistic name Mushü, written 
with two characters meaning "Dream Boat," that express his determination to 
use the ancient art of lacquering as the vessel through which his creative vision 
can be given tangible physical form. He has constantly developed new styles 

of expression without ever deviating from the exacting artistic and technical 
standards he absorbed as a young apprentice, deploying an unusually wide 
range of hues including not only metallic gold and silver but also colored lacquer. 
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KOMA KYÜHAKU LINEAGE 

A Gold- and Colored-Lacquer Four-Case Inrö (Medicine Case) 
Edo period (1615-1868), 19th century 

Of almost lenticular plan with applied himotöshi, decorated in 
gold, silver, and colored hiramaki-e and takamaki-e with lavish 
embellishments of okibirame gold-foil mosaic, depicting two shishi 
(mythical Chinese lions) racing down a hillside, peonies, clouds, rocks, 
and a waterfall, signed on the base in gold hiramaki-e characters 
Koma Kyühaku saku (Made by Koma Kyühaku); with a silk cord, a 
polished stone ojime, and an en-suite lacquer manja netsuke 

4in (10.1cm) high 


$2,000 - 3,000 


£1,700 - 2,500 
HK$16,000 - 23,000 
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KAJIKAWA BUNRYÜSAI LINEAGE 

A Gold-Lacquer Inrö (Medicine Case) with the 53 Stations of the Tokaido 
Edo period (1615-1868), 19th century 

Of oval plan with applied himotoshi (cord runners), decorated in gold, silver, 
and colored hiramaki-e and takamaki-e with lavish applications of okibirame 
gold-foil mosaic depicting the 53 Stations of the Tokaido Road, each with a 
label, signed in gold hiramaki-e on the base Bunryusai; with a silk cord and a 
bone ojime carved with masks 

3 5/8in (9.2cm) high 


$1,500 - 2,000 
£1,200 - 1,600 
HK$12,000 - 16,000 
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А BLACK- AND GOLD-LACQUER SUZURIBAKO 

(BOX FOR WRITING UTENSILS) 

Meiji (1868-1912) or Taisho (1912-1926) era, early 20th century 

Almost square, the flat-topped kabusebuta (overhanging lid) with 
rounded chiri-i edge, the exterior decorated in gold and aokin hiramaki-e, 
takamaki-e, and togidashi maki-e with details in okibirame gold-foil 
mosaic and hirame gold flakes, depicting a flowering plum on the 
seashore at the first sunrise of the New Year, the sun rendered in gold 
foil, the shoreline and water motif repeated on the sides, the reverse 

with five quails in gold hiramaki-e and takamaki-e against a mura-nashiji 
ground, the interior of the box with millet plants in the same techniques, 
fitted with two bon (utensil trays) to either side of a central Ла (baseboard) 
enclosing a suzuri (ink-grinding-stone) and a silvered metal suiteki (water 
dropper) in the form of two overlapping plum blossoms, the rims matte 
gold fundame lacquer, unsigned 

2 1/8 x 93/8 x 10 1/4in (5.3 x 23.7 x 26cm) 


$4,000 - 6,000 
£3,300 - 4,900 
HK$31,000 - 47,000 


Provenance 
Christie's London, November 16, 2000, lot 59 


Published 


Spink and Son Limited, Japanese Lacquer: Miyabi Transformed, 
exhibition catalogue, London, 1997, cat. no. 15 
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A GOLD-LACQUER SUZURIBAKO 

(BOX FOR WRITING UTENSILS) 

Edo period (1615-1868), 19th century 

In the form of the Takarabune (Treasure Ship) viewed from 

the front, the exterior of the lid decorated in gold, silver, and 
colored hiramaki-e and takamaki-e against a gold kinji ground, 
depicting the ship in full sail making its way through the waves, 
the silver figurehead in the form of a dragon clasping a pearl 

in its left foreclaw, the ship laden with takaramono (emblems 

of the Shichifukujin, Seven Gods of Good Fortune) including, 
rom right to left, merchants' weights, the kakuremino (cloak of 
invisibility), cloves, scrolls, the treasure sack of Hotei, the coral 
branch carried by Jurojin, the kakuregasa (hat of invisibility), and 
the rice bales and mallet of Daikoku, the interior gold nashiji, 
itted with a fude-oki (brush rest) and ita (baseboard) enclosing 
an elongated suzuri (ink-grinding-stone) and a silver suiteki 
water dropper) in the form of a shippo motif, the rims silver, 
unsigned; with a wood storage box inscribed Nashiji takarabune 
onsuzuribako (Box for writing utensils with the Treasure Ship on 
a nashiji ground) 

8 1/2 x 5x1 1/4in (21.5 x 12.7 x 4.2cm) 


$3,000 - 4,000 
£2,500 - 3,300 
HK$23,000 - 31,000 
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KANSHÖSAI 

A Black- and Gold-Lacquer Four-Case Inrö (Medicine Case) 

Edo period (1615-1868) or Meiji era (1868-1912), mid-late 19th century 
Of rounded rectangular plan with applied himotoshi (cord runners), 

the polished black roiro lacquer ground decorated in gold, silver, and 
colored hiramaki-e and takamaki-e with embellishments of okibirame 
gold-foil mosaic and gold hirame flakes in the foreground, depicting on 
the front a rooster and hen with a bamboo bush and a pine sapling and 
on the reverse pine saplings by a stream, signed underneath with gold 
hiramaki-e characters Kanshosai saku (Made by Kanshosai), with a silk 
cord and a lacquer ojime 

3 1/4in (8.2cm) high 


$2,000 - 3,000 
£1,600 - 2,500 
HK$16,000 - 23,000 
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INAGAWA NAKAHARU LINEAGE 

A Gold-Lacquer Four-Case Inrö (Medicine Case) 

Edo period (1615-1868), 19th century 

Of rounded rectangular plan with applied himotoshi (cord runners), 
decorated in gold and silver takamaki-e and hiramaki-e with details 

in coral, gold, and shell depicting autumn plants including susuki 
(plume grass), ominaeshi (valerian), and kiku (chrysanthemum), signed 
underneath with gold hiramaki-e characters Inagawa followed by a red- 
lacquer pot seal Nakaharu; with a silk cord and a polished stone ojime 
2 3/4in (7cm) high 


$2,000 - 3,000 


£1,600 - 2,500 
HK$16,000 - 23,000 
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А GOLD-LACQUER SUZURIBAKO 

(BOX FOR WRITING UTENSILS) 

Meiji (1868-1912) or Taisho (1912-1926) era, early 20th century 
Rectangular, the flat-topped kabusebuta (overhanging lid) with 
rounded chiri-i ledge, the exterior decorated in gold and silver 
hiramaki-e and takamaki-e against a black-lacquer ground densely 
sprinkled with gold hirame flakes, depicting autumn and waterside 
plants including nogiku (daisy), ominaeshi (valerian), susuki (plume 
grass), and kikyö (Chinese bellflower), the interior of the box with a 
bon (brush tray) to the left and an ita to the right, both decorated in 
gold hiramaki-e with shinobu (squirrel's-foot fern), the bon containing 
a tosu (paper knife), kiri (skewer for piercing paper), and two fude 
(brushes), the ita enclosing a suzuri (ink-grinding-stone) and a splash- 
gilded copper alloy suiteki (water dropper) with a swing handle, 
unsigned, with an unassociated wood storage box 

9 3/8 x 8 5/8 x 2in (24 x 22 x 5cm) 


$2,000 - 3,000 


£1,700 - 2,500 
HK$16,000 - 23,000 
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AFTER SHIBATA ZESHIN (1807-1891) 

A Gold- and Bronze-Colored-Lacquer 

Suzuribako (Box for Writing Utensils) 

Meiji era (1868-1912), late 19th/early 20th century 

Rounded rectangular with domed kabusebuta (overhanging lid) 
decorated inside and out with gold, silver, and colored hiramaki-e and 
takamaki-e with embellishments of shell and gold foil against a seidönuri 
ground imitating patinated bronze, the exterior with a branch of plum, 

a chakago (basket for tea utensils), a brazier, kettle, cups, and saucers 
for the sencha style of leaf-tea drinking, the interior of the lid with two 
shikishi (decorated papers), one inscribed with a poem, the interior of 
the box undecorated, with a raised section to the left enclosing a suzuri 
(ink-grinding-stone) and plain oxidized silver suiteki (water dropper), the 
rims silver lacquer, with incised signature on the base Zeshin; with a 
wood storage box inscribed Chadogu maki-e onsuzuribako (Suzuribako 
with tea utensils in maki-e) 

2 5/8 x 9 1/2 x 10 5/8in (6.7 x 24 x 27cm) 


$4,000 - 6,000 
£3,300 - 4,900 
HK$31,000 - 47,000 


Provenance 
Christie's London, November 16, 2000, lot 64 


Published 
Spink and Son Limited, Japanese Lacquer: Miyabi Transformed, 
exhibition catalogue, London, 1997, cat. no.43 


For an urushi-e (painted lacquer) screen by Shibata Zeshin with а 
related design, compare Tadaomi Goke, Bakumatsu kaikaki no shikkö 
kaiga: Shibata Zeshin meihinshd (Lacquer and Painting in Late Edo 
and Early Meiji: A Collection of Masterworks by Shibata Zeshin), Tokyo, 
Gakushü Kenkyüsha, 1981, nos.144-5 
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A GOLD-LACQUER TEBAKO (ACCESSORY BOX) 

Edo period (1615-1868) or Meiji era (1868-1912), 19th century 

Rectangular with rounded corners and slightly domed inröbuta (flush-fitting lid), 
the exterior decorated in gold hiramaki-e, takamaki-e, and togidashi-e, inlaid coral, 
Silver and gilt metal, and gold and silver okibirame mosaic against a background 
of dense gold Gyobu nashiji flakes, depicting images associated with Chapter 23, 
Hatsune (The First Song of Spring) of Genji monogatari (The Tale of Genji), set in 
Prince Genji's Rokujo Mansion, the residence of his daughter the Akashi princess: 
in the center a gilt-metal uguisu (warbler) perched on flowering plum branches; 
beside the plum, pines and a garden lake ending by a stand of pine saplings at 
upper right, the interior of the mansion glimpsed in a short stretch of tatami flooring 
with kichö (formal curtains) and rolled sudare (blinds), the interior and base nashiji, 
the rims silver, unsigned; with a black-lacquered wood storage box inscribed in 
gold hiramaki-e characters Hatsune maki-e ontebako (Accessory box with maki-e 
design of the First Song of Spring) 

5x8x9 1/2in (12.8 x 20.3 x 24.2cm) 


$4,000 - 6,000 
£3,300 - 4,900 
HK$31,000 - 47,000 


Provenance 
Christie's London, November 16, 2000, lot 67 


Published 
Spink and Son Limited, Japanese Lacquer: Miyabi Transformed, exhibition 
catalogue, London, 1997, cat. no. 20 


The design on this richly worked tebako has a distinguished pedigree, appearing 
for the first time in its full form as a motif for lacquer decoration on the Hatsune no 
Chodo, an extensive set of wedding gifts created in the late 1630s for the wedding 
of the infant daughter of the third shogun. The key to the identity of the scene is 
provided by the small bird in the branches of the cherry tree at bottom center. The 
opening paragraphs of Chapter 23, Hatsune (The First Song of Spring), of Genji 
monogatari (The Tale of Genji, the great novel of courtly life authored by Lady 
Murasaki Shikibu in the early eleventh century), narrate Genji's New Year's Day visit 
to the quarters of several of his ladies, one of whom sends over an artificial bird 
that is made the subject of a poem: Toshitsuki o / matsu ni hikarete / furuhito ni / 
Куб uguisu no / Hatsune kikase yo (My old eyes are caught / by pines reminding 
me of / passing months and years / I hope today I'll hear the song / of spring's first 
warbler).' 


1. Murasaki Shikibu (Edward Seidensticker trans.), The Tale of Genji, London, 
Secker and Warburg, 1976, pp.409-411 
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А GOLD-LACQUER BOX AND KAKEGO (FITTED ТВАҮ) 

Meiji era (1868-1912), late 19th/early 20th century 

Rounded rectangular with a slightly domed inrobuta (flush-fitting lid), 
the exterior decorated in gold and silver hiramaki-e and takamaki-e 
with embellishments of okibirame gold-foil mosaic against a 
black-lacquer ground liberally sprinkled with gold hirame flakes, 
depicting a Buddhist temple and other buildings by a lake amongst 
hills, the interior with a fitted kakego tray with a similar design, 
unsigned, with a wood storage box inscribed Onmaki-e hako 
(Maki-e box) 

4.5 х5 3/4 х2 1/2in (11.5 x 14.7 x бст) 


$1,500 - 2,500 


£1,200 - 2,100 
HK$12,000 - 20,000 
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A PAIR OF GOLD-LACQUER MINIATURE KAIOKE 

(CONTAINERS FOR THE SHELL GAME) 

Meiji (1868-1912) or Taisho (1912-1926) era, early 20th century 

Each octagonal, mounted on an octagonal footed stand and with 
inrobuta (flush-fitting lid); decorated predominantly in gold hiramaki-e and 
takamaki-e with gold and silver foil over a black-lacquer ground depicting 
a mountain landscape with flowering cherry blossom and other trees, 

a river, and a waterfall, the sides of the stands with doha (banks), the 
interiors and bases finished in gold nashiji, the rims silver, unsigned; with 
a fitted wood storage box (2) 

4 1/2in (11.6cm) high 


$2,000 - 3,000 
£1,600 - 2,500 
HK$16,000 - 23,000 


Published 
Spink and Son Limited, Japanese Lacquer: Miyabi Transformed, 
exhibition catalogue, London, 1997, cat. no. 36 
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Paul Cézanne (1839-1906) 
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Photo: Archives Henri Matisse, all rights reserved. 

Artwork: © 2023 Succession Н. Matisse / Artists Rights Society (ARS), 
New York. 


Artists Index 


ARTISTS LOTS ARTISTS LOTS 
B Р 

Bourdin, Eugene 22 Pissarro, Camille 21 
Bourdelle, Emile-Antoine 35 Pushman, Hovsep 44, 47 
C R 

Caillebotte, Gustave 5 Redon, Odilon 38 
Cross, Henri-Edmond 10 Renoir, Pierre-Auguste 18 
F S 

Fantin-Latour, Henri 26 Signac, Paul 6 
Frishmuth, Harriet Whitney 42 Sisley, Alfred 17 
G T 

Grimshaw, John Atkinson 1 Toulouse-Lautrec, Henri 2 
L U 

Luce, Maximilien 9 Utrillo, Maurice 34 
M W 

Manguin, Henri 30, 31 Wiggins, Guy Arthur 50 
Monet, Claude 13 


Chinese Art Index Japanese Art Index 


Sancai and Early Pottery Figures: Porcelain (Kakiemon, Arita): 

8, 28, 32, 45, 56 24, 25 

Sancai and Early Ceramic Vessels: Inro (Medicine Cases): 

46, 48, 57, 58, 59, 61, 63 73, 74, 77, 78, 86, 87, 91, 92, 93, 95, 96, 99, 100, 105, 106, 109, 110 
Blue and White Porcelains: Lacquer Kodansu (Miniature Cabinets): 

4, 23, 43 69, 70, 75, 101 

Ming and Qing Porcelains: Lacquer Suzuribako (Boxes for Writing Utensils): 

3, 7, 64, 65 71, 79, 80, 88, 94, 97, 98, 102, 103, 107, 108, 111, 112 

Jade and Hardstone Carvings: Lacquer Ryoshibako (Paper Boxes): 


11, 16, 39, 51, 66, 68 71,90 

Jade and Hardstone Garnitures: Lacquer Tebako and Nagatebako (Accessory Boxes): 
40, 41 76, 104, 113 

Bronze Ritual Vessels: Lacquer Jübako (Set of Stacking Boxes): 
33, 52, 53, 54 89 

Bronze Sculptures: Other Lacquer: 

12, 15 114, 115 

Stone Sculptures: Sword Fittings: 

19, 27, 49 81, 82, 83, 84, 85 

Gold and Silver: Other Metalwork: 

55, 60, 62 72 

Export Paintings: 

36, 37, 67 

Cloisonné Enamel: 

20 

Books: 


29 


Сһгопо!огу 


NEOLITHIC CULTURES 


Cishan-Peiligang 

Central Yangshao 
Gansu Yangshao 
Hemadu 
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Western Zhou 
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Three Kingdoms 


Northern dynasties 
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960-1126 

1127-1279 
1115-1234 
1279-1368 


1368-1398 
1399-1402 
1403-1424 
1425 

1426-1435 
1436-1449 
1450-1456 
1457-1464 
1465-1487 
1488-1505 
1506-1521 
1522-1566 
1567-1572 
1573-1620 
1620 

1621-1627 
1628-1644 


1644-1661 
1662-1722 
1728-1735 
1736-1795 
1796-1820 
1821-1850 
1851-1861 
1862-1874 
1875-1908 
1909-1911 


1912-1949 
1949- 
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Chinese Art 


Download Bonhams app 
Avenue Hoche, Paris | 13 December 2023 for IOS & Android 


ENQUIRIES THE PROPERTY OF A LADY 


caroline.schulten@bonhams.com A MAGNIFICENT AND VERY RARE LARGE 
GILT-DECORATED BLUE-GROUND FAMILLE 
*38 142 61 10 10 ROSE ‘BOYS AT PLAY’ VASE 


csc.bonhams.com Qianlong six-character seal mark and of the period 
Estimate: 100,000 - 150,000 € 


*For details of the charges payable in addition to the final hammer price, please visit http://bonhams.com/buyersguide 
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A GILT COPPER ALLOY FIGURE OF VIRUPAKSHA 


CENTRAL TIBET, DENSATIL MONASTERY, 
EARLY 15TH CENTURY 


73 cm (28 3/4 in.) high 
MAS 7875 RS EAE 

藏 中 AES 十 五 世纪 早期 
HK$35,000,000 - 55,000,000 * 


Modern British Art 


New Bond Street, London | 22 November 2023 


Download Bonhams app 
for iOS & Android 


ENQUIRIES 


+44 (О) 20 7468 8366 
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* For details of the charges payable in addition to the final hammer price, please visit bonhams.com/buyersguide 


HENRY MOORE O.M., C.H. (1898-1986) 
Head 

Ironstone on a marble base 

Carved in 1930 

Unique 

£2,200,000 - 2,600,000 * 


Conditions of Sale 


The following Conditions of Sale, as amended by any 
published or posted notices or verbal announcements 
during the sale, constitute the entire terms and conditions on 
which property listed in the catalog shall be offered for sale 
or sold by Bonhams & Butterfields Auctioneers Corp. and 
any consignor of such property for whom Bonhams acts as 
agent. By participating in this sale, you agree to be bound by 
these terms and conditions. 


If live online bidding is available for the subject auction, 
additional terms and conditions of sale relating to online 
bidding will apply; see Conditions of Website use at www. 
bonhams.com/Web Terms for the supplemental terms. As 
used herein, "Bonhams," "we" and "us" refer to Bonhams & 
Butterfields Auctioneers Corp. 


1. | As used herein, the term “bid price" means the price 
at which a lot is successfully knocked down to the buyer. 
The term "purchase price" means the aggregate of (a) the 
bid price, (6) a PREMIUM retained by us and payable by 
the buyer (the "buyer's premium"), EQUAL TO 2896 OF 

THE FIRST $50,000 OF THE BID PRICE, PLUS 2796 OF 
THE AMOUNT OF THE BID PRICE ABOVE $50,000 UP 
TO AND INCLUDING $1,000,000, PLUS 2196 OF THE 
AMOUNT OF THE BID PRICE ABOVE $1,000,000 UP 

TO AND INCLUDING $6,000,000, PLUS 14.596 OF THE 
AMOUNT OF THE BID PRICE ABOVE $6,000,000, and 

(c) unless the buyer is exempt by law from the payment 
hereof, any Alabama, Arizona, California, Colorado, 
Connecticut, Florida, Georgia, Hawaii, Idaho, Illinois, Iowa, 
ndiana, Kansas, Kentucky, Louisiana, Maine, Maryland, 
lassachusetts, Michigan, Minnesota, Mississippi, Missouri, 
Nebraska, Nevada, New Jersey, New Mexico, New York, 
North Carolina, Ohio, Oklahoma, Pennsylvania, Rhode 
Island, South Carolina, Tennessee, Texas, Utah, Virginia, 
Washington, D.C., Washington state, West Virginia, 
Wisconsin, Wyoming or other state or local sales tax (or 
compensating use tax) and other applicable taxes. With 
regard to New York sales tax, please refer to the "Sales and 
Use Tax” section of these Conditions of Sale. 


2. In order to bid at the sale, prospective bidders must 
submit to Bonhams a completed bidder registration and 

any other requested information or references. New bidders 
and bidders who have not recently updated their registration 
information must pre-register to bid at least two (2) business 
days before the sale. Individuals will be required to provide 
government-issued proof of identity and proof of address. 
Entity clients will be required to provide documentation 
including confirmation of entity registration showing the 
registered name, confirmation of registered address, 
documentary proof of officers and beneficial owners, proof of 
authority to transact on behalf of the entity and government- 
issued proof of identity for the individual who is transacting on 
the entity's behalf. 


We may also request a financial reference and/or deposit 
from bidders before approving the bidder registration. In the 
event a deposit is submitted, and you are not the successful 
bidder, your deposit will be returned to you. If you are the 
successful bidder, any such deposit will be credited to offset 
the appropriate portion of the purchase price. 


We reserve the right to request further information, including 
regarding the source of funds, in order to complete 

bidder identification and registration procedures (including 
completing any anti-money laundering and/or anti-terrorism 
financing checks we may require) to our satisfaction. If our 
bidder identification and registration procedures are not 
satisfied, we may, in our sole discretion, decline to register 
any bidder or reject any bid or cancel any sale to such bidder. 


Every bidder shall be deemed to act as a principal unless 
prior to the commencement of the sale there is a written 
acceptance by Bonhams of a bidder registration form 
completed and signed by the principal which clearly states 
that the authorized bidding agent is acting on behalf of 
the named principal. Absent such written acceptance by 
Bonhams, any person placing a bid as agent on behalf of 


another (whether or not such person has disclosed that fact 
or the identity of the principal) may be jointly and severally 
liable with the principal under any contract resulting from the 
acceptance of a bid. Every bidder shall be responsible for 
any use of its assigned paddle or bidding account, regardless 
of the circumstances. 


3. You represent and warrant that: (i) you have provided 
to us, or will provide upon request, true and correct copies of 
valid identification and proof of residence and, if applicable, 
financial and/or corporate documents; (i) neither you, your 
principal (if applicable, and subject to Bonhams' prior written 
acceptance pursuant to section 2 above), nor any individual 
or entity with a beneficial or ownership interest in either the 
purchased property or in the purchase transaction is on 

the Specially Designated Nationals List maintained by the 
Office of Foreign Assets Control of the U.S. Department of 
the Treasury nor subject to any other sanctions or embargo 
program or regulation in effect in the United States, European 
Union, England and Wales, or other applicable jurisdictions 
(such programs and regulations, collectively, "Sanctions"); 

(iii) if you are acting as an agent for a principal, you have 
conducted appropriate due diligence into such principal, 
and agree that Bonhams shall be entitled to rely upon such 
due diligence, you will retain adequate records evidencing 
Such due diligence for a period of five (5) years following 

the consummation of the sale, and will make these records 
available for inspection upon Bonhams' request; (iv) neither 
the purchase transaction (including your bidding activity) nor 
the purchase funds are connected with nor derive from any 
criminal activity, and they are not designed to nor have they 
or shall they, violate the banking, anti-money laundering, or 
currency transfer laws or other regulations (including without 
limitation, import-export laws) of any country or jurisdiction, 
or further any other unlawful purpose, including without 
limitation collusion, anti-competitive activity, tax evasion or tax 
fraud; and (V) property purchased by you or your principal (if 
applicable) hereunder is not and will not be transferred to or 
used in a country in contravention of any Sanctions. 


You acknowledge and agree that we may rely upon the 
accuracy and completeness of the foregoing warranties. 


4. On the fall of the auctioneer's hammer, the highest 
bidder shall have purchased the offered lot in accordance 
and subject to compliance with all of the conditions set forth 
herein and (а) assumes full risk and responsibility therefor, (b) 
if requested will sign a confirmation of purchase, and (c) will 
pay the purchase price in full or such part as we may require 
for all lots purchased. No lot may be transferred. 


Unless otherwise agreed, payment in good, cleared funds 

is due and payable within five (5) business days following 

the auction sale. Whenever the buyer pays only a part of 

the total purchase price for one or more lots purchased, 

we may apply such payments or any deposits, in our sole 
discretion, to the lot or lots we choose. Payment will not be 
deemed made in full until we have received good, cleared 
funds for all amounts due. Title in any purchased property 
will not pass until full and final payment has been received by 
Bonhams. Accounts must be settled in full before property is 
released to the buyer. In the event property is released earlier, 
Such release will not affect the passing of title or the buyer's 
obligation to timely remit full payment. 


We reserve the right to refuse to accept payment from a 
Source other than the registered bidder or buyer of record. 
Once an invoice is issued, we cannot change the buyer's 
name on an invoice. 


Payment for purchases must be made in the currency in 
which the sale is conducted. Bonhams' preferred payment 
method is by wire transfer. For final purchases exceeding US 
$25,000, all payments must be in the form of wire transfer 
unless other arrangements have been approved in advance. 
For final purchases below US $25,000, payment may also be 
made in or by the following methods: 

() Cash. Please note that the amount of cash that сап be 
accepted from a given purchaser is limited to US $5,000 per 


auction sale (whether by single or multiple related payments). 
If the amount payable exceeds that sum, the balance must 
be paid by another method. 

(ii) Cashier’s check, money order, or personal check with 
approved credit drawn on a U.S. bank. A processing fee will 
be assessed on any returned checks. 

(i) Ма, MasterCard, American Express or Discover debit 
or credit card issued in the name of the purchaser or record. 
Only one debit or credit card may be used for payment of 
an account balance. This method of payment may not be 
available to first time purchasers. 


To the fullest extent permitted by applicable law, the buyer 
grants us a security interest in the property, and we may 
retain as collateral security for the buyer's obligations to us, 
any property and all monies held or received by us for the 
account of the buyer, in our possession. We also retain all 
rights of a secured party under the Uniform Commercial 
Code (which shall mean the New York Uniform Commercial 
Code, except where the Uniform Commercial Code of 
another state governs the perfection of a security interest in 
collateral located in that state), and you agree that we may file 
financing statements without your signature. If the foregoing 
conditions or any other applicable conditions herein are not 
complied with, in addition to all other remedies available to us 
and the consignor by law, we may at our election: (a) hold the 
buyer liable for the full purchase price and any late charges, 
collection costs, attorneys' fees and costs, expenses and 
incidental damages incurred by us or the consignor arising 
out of the buyer's breach; (b) cancel the sale, retaining as 
liquidated damages all payments and deposits made by 

the buyer; (c) cancel the sale and/or resell the purchased 
property, at public auction and/or by private sale, and in 

Such event the buyer shall be liable for the payment of 

all consequential damages, including any deficiencies or 
monetary losses, and all costs and expenses of such sale 

or sales, our commissions at our standard rates, all other 
charges due hereunder, all late charges, collection costs, 
attorneys' fees and costs, expenses and incidental damages; 
and/or (d) reveal the buyer's identity and contact details to the 
consignor. In addition, where two or more amounts are owed 
in respect of different transactions by the buyer to us, to 
Bonhams 1793 Limited and/or to any of our other affiliates, 
subsidiaries or parent companies worldwide within the 
Bonhams Group, we reserve the right to apply any monies 
paid in respect of a transaction to discharge any amount 
owed by the buyer. If all fees, commissions, premiums, bid 
prices and other sums due to us from the buyer are not paid 
promptly as provided in these Conditions of Sale, we reserve 
the right to impose a finance charge equal to 1.596 per 
month (or, if lower, the maximum nonusurious rate of interest 
permitted by applicable law), on all amounts due to us 
beginning on the 31st day following the sale until payment is 
received, in addition to other remedies available to us by law. 


5. We reserve the right to withdraw any property and to 
divide and combine lots at any time before such property's 
auction. Unless otherwise announced by the auctioneer 

at the time of sale, all bids are per lot as numbered in the 
catalog and no lots shall be divided or combined for sale. 


6. We reserve the right to reject a bid from any bidder, 

to split any bidding increment, and to advance the bidding 

in any manner the auctioneer may decide. In the event of 
any dispute between bidders, or in the event the auctioneer 
doubts the validity of any bid, the auctioneer shall have sole 
and final discretion either to determine the successful bidder, 
re-open the bidding, or to cancel the sale and re-offer and 
resell the article in dispute. If any dispute arises after the sale, 
our sales records shall be conclusive in all respects. 


We further reserve the right to cancel the sale of any property 
if: (i) you are in breach of your representations and warranties 
as set forth in section 3 above; (ii) we, in our sole discretion, 
determine that such transaction might be unlawful or might 
subject Bonhams or the consignor to any liability to any 

third party; or (iii) there are any other grounds for cancellation 
under these Conditions of Sale. 
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Ta If we are prevented by fire, theft or any other reason 
whatsoever from delivering any property to the buyer or a 
sale otherwise cannot be completed, our liability shall be 
limited to the sum actually paid therefor by the buyer and 
shall in no event include any compensatory, incidental or 
consequential damages. 


8.  Alllots in the catalog are offered subject to a reserve 
unless otherwise indicated in the catalog. The о symbol next 
to the lot number denotes no reserve. The reserve is the 
confidential minimum bid price at which such lot will be sold 
and it does not to exceed the low estimate value for the lot. If 
a lot is offered subject to a reserve, we may implement such 
reserve by bidding on behalf of the consignor, whether by 
opening bidding or continuing bidding in response to other 
bidders until reaching the reserve. If we have an interest in 
an offered lot and the proceeds therefrom other than our 
commissions, we may bid up to the reserve to protect such 
interest. If the auctioneer determines that any opening or 
subsequent bid is below the reserve for a lot, (s)he may 
reject such opening bid and withdraw the item from sale. 
CONSIGNORS ARE NOT ALLOWED TO BID ON THEIR 
OWN ITEMS. 


9. Other than as provided in the Limited Right of 
Rescission with respect to identification of authorship, all 
property is sold "AS IS" and any statements contained 

in the catalog or in any advertisement, bill of sale, 
announcement, condition report, invoice or elsewhere as 

to period, culture, source, origin, media, measurements, 

Size, quality, rarity, provenance, importance, exhibition and 
literature of historical relevance, merchantability, fitness for 

a particular purpose, or physical condition ARE QUALIFIED 
STATEMENTS OF OPINION AND NOT REPRESENTATIONS, 
WARRANTIES, OR ASSUMPTION ОЕ LIABILITY. Neither 
Bonhams nor the consignor shall be responsible for any error 
or omission in the catalog description of any property. No 
employee or agent of Bonhams is authorized to make on 

our behalf or on that of the consignor any representation or 
warranty, oral or written, with respect to any property. 


10. Al purchased property shall be removed from the 
premises at which the sale is conducted by the date(s) and 
time(s) set forth herein, and, if applicable, as further specified 
in the "Buyer's Guide" portion of the catalog. Lots designated 
with a "W" and associated purchased lots, if not removed 
promptly following sale, will be transferred to an offsite 
warehouse at the buyer's risk and expense, as set forth in 
more detail in the "Buyer's Guide." Purchased property that 
is permitted to remain onsite at Bonhams' facility must be 
removed at the buyer's expense not later than 5:00 p.m. 
local time five (5) business days following the date of the sale. 
If not so removed, a storage fee of US $5.00 per lot per day 
will be payable to us by the buyer beginning at the close 

of the 14th day following the sale, and we may thereafter 
transfer such property to an offsite warehouse at the buyer's 
risk and expense. 


Accounts must be settled in full before property will be 
released. Packing and handling of purchased lots are the 
responsibility of the buyer and at the buyer's entire risk, as are 
the identification, application for, and cost(s) of obtaining any 
necessary export, import, restricted material (e.g. endangered 
Species) or other permit for such lots. 


11. The copyright in the text of the catalog and the 
photographs, digital images and illustrations of lots in the 
catalog belong to Bonhams or our licensors. You will not 
reproduce or permit anyone else to reproduce such text, 
photographs, digital images or illustrations without our prior 
written consent. Bonhams and the consignor make no 
representation or warranty as to whether the buyer acquires 
any copyrights on the purchase of an item of property. 


12. Bonhams may, in our discretion, as a courtesy 

and free of charge, execute bids on your behalf if so 
instructed by you, provided that neither Bonhams nor our 
employees or agents will be liable for any error or default 
(whether human or otherwise) in doing so or for failing to 


do so. Without limiting the foregoing, Bonhams (including 
our agents and employees) shall not be responsible for 

any problem relating to telephone, online, or other bids 
submitted remotely through any means, including without 
limitation, any human error, telecommunications or internet 
fault or failure, or breakdown or problems with any devices 
or online platforms, including third-party online platforms, 
regardless of whether such issue arises with our, your, or 
Such third-party's technology, equipment, or connection. 
By participating at auction by telephone or online, bidders 
expressly consent to the recording of their bidding sessions 
and related communications with Bonhams and our 
employees and agents, and acknowledge their acceptance 
of these Conditions of Sale as well as any additional terms 
and conditions applicable to any such bidding platform or 
technology. 


13. These Conditions of Sale shall bind the successors 
and assigns of all bidders and buyers and inure to the benefit 
of our successors and assigns. No waiver, amendment 

or modification of the terms hereof (other than posted 
notices or oral announcements during the sale) shall bind 

us unless specifically stated in writing and signed by us. No 
act or omission of Bonhams, its employees or agents, nor 
any failure thereof to exercise any remedy hereunder, shall 
operate or be deemed to operate as a waiver of Bonhams’ 
rights under these Conditions of Sale. If any part of these 
Conditions of Sale is for any reason invalid or unenforceable, 
the rest shall remain valid and enforceable. 


14. These Conditions of Sale and the buyer's and our 
respective rights and obligations hereunder shall be governed 
by and construed and enforced in accordance with the 

laws of the State of New York. Any dispute, controversy 

or claim arising out of or relating to this agreement, or the 
breach, termination or validity thereof, brought by or against 
Bonhams (but not including claims brought against the 
consignor by the buyer of lots consigned hereunder) shall be 
resolved by the procedures set forth below. 


15. You accept and agree that Bonhams will hold and 
process your personal information and may share and use 
it as required by law and as described in, and in line with 
Bonhams’ Privacy Policy, available online at http://www. 
bonhams.com/legals/9945/. If you desire access, update, 
or restriction to the use of your personal information, please 
email data.protection@bonhams.com. 


SALES AND USE TAX 


New York sales tax is charged on the hammer price, buyers 
premium and any other applicable charges on any property 
collected or delivered in New York State, regardless of the 
state or country in which the buyer resides or does business. 
Buyers who make direct arrangements for collection by a 
shipper who is considered a "private" or "contract" carrier by 
the New York Department of Taxation and Finance will be 
charged New York sales tax, regardless of the destination of 
the property. Property collected for delivery to a destination 
outside of New York by a shipper who is considered a 
"common carrier" by the New York Department of Taxation 
and Finance (e.g. United States Postal Service, United Parcel 
Service, and FedEx) is not subject to New York sales tax, but 
if it is delivered into any state in which Bonhams is registered 
or otherwise conducts business sufficient to establish a 
nexus, Bonhams may be required by law to collect and remit 
the appropriate sales tax in effect in such state. Property 
collected for delivery outside of the United States by a freight- 
forwarder who is registered with the Transportation Security 
Administration (“TSA”) is not subject to New York sales tax. 


MEDIATION AND ARBITRATION PROCEDURES 


(a) Within 30 days of written notice that there is a 
dispute, the parties or their authorized and empowered 
representatives shall meet by telephone and/or in person 
to mediate their differences. If the parties agree, a mutually 
acceptable mediator shall be selected and the parties will 
equally share the fees and expenses of mediation. The 
mediator shall be a retired judge or an attorney familiar with 


commercial law and trained in or qualified by experience in 
handling mediations. Any communications made during the 
mediation process shall not be admissible in any subsequent 
mediation, arbitration or judicial proceeding. All proceedings 
and any resolutions thereof shall be confidential, and the 
terms governing arbitration set forth in paragraph (c) below 
Shall govern. 


(b) If mediation does not resolve all disputes between 
the parties, or in any event no longer than 60 days after 
receipt of the written notice of dispute referred to above, the 
parties shall submit the dispute for binding arbitration before 
a single neutral arbitrator. Such arbitrator shall be a retired 
judge or an attorney familiar with commercial law and trained 
in or qualified by experience in handling arbitrations. Such 
arbitrator shall make all appropriate disclosures required by 
law. The arbitrator shall be drawn from a panel of a national 
or international arbitration service agreed to by the parties, 
and shall be selected as follows: (i) If the arbitration service 
has specific rules or procedures, those rules or procedures 
Shall be followed; (i) If the arbitration service does not have 
rules or procedures for the selection of an arbitrator, the 
arbitrator shall be an individual jointly agreed to by the parties. 
If the parties cannot agree on an arbitration service, the 
arbitration shall be conducted by Judicial Arbitration and 
Mediation Services, Inc. (“JAMS”) or another national or 
international alternative dispute resolution (“ADR”) provider 
of Bonhams' choice, and the arbitrator shall be selected in 
accordance with JAMS’ Streamlined Arbitration Rules and 
Procedures or the rules of the other ADR provider selected 
by Bonhams. The arbitrator's award shall be in writing and 
Shall set forth findings of fact and legal conclusions. 


(c) Unless otherwise agreed to by the parties or provided by 
the published rules of the arbitration service: 
() The arbitration shall occur within 60 days following 
the selection of the arbitrator; 
(i) The arbitration shall be conducted in New York, New 
York; and 
(i) Discovery and the procedure for the arbitration shall 
be as follows: 
A. All arbitration proceedings shall be confidential; 
B. The parties shall submit written briefs to the 
arbitrator no later than 15 days before the arbitration 
commences; 
C. Discovery, if any, shall be limited as follows: 
() Requests for no more than 10 categories of 
documents, to be provided to the requesting party 
within 14 days of written request therefor; (I) No 
more than two (2) depositions per party, provided 
however, the deposition(s) are to be completed within 
one (1) day; (Ill) Compliance with the above shall be 
enforced by the arbitrator in accordance with New 
York law; 
D. Each party shall have no longer than eight (8) 
hours to present its position. The entire hearing 
before the arbitrator shall not take longer than three 
(3) consecutive days; 
E. The award shall be made in writing no more 
han 30 days following the end of the proceeding. 
Judgment upon the award rendered by the arbitrator 
may be entered by any court having jurisdiction 
hereof. 
To the fullest extent permitted by law, and except as required 
by applicable arbitration rules, each party shall bear its own 
attorneys' fees and costs in connection with the proceedings 
and shall share equally the fees and expenses of the 
arbitration. 
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LIMITED RIGHT OF RESCISSION 


If within one (1) year from the date of sale, the original buyer 
(a) gives written notice to us alleging that the identification 

of Authorship (as defined below) of such lot as set forth in 
the UPPERCASE TYPE heading of the catalog description 
of such lot (as amended by any saleroom notices or verbal 
announcements during the sale) is not substantially correct 
based on a fair reading of the catalog (including the terms of 
any glossary contained therein), and (6) within ten (10) days 
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after such notice returns the lot 
as at the time of sale, and (с) es 


О us in the same condition 
ablishes the allegation in 


the notice to our satisfaction (including by providing one or 
more written opinions by recognized experts in the field, 

as we may reasonably require), then the sale of such lot 

will be rescinded and, unless we have already paid to the 
consignor monies owed him in connection with the sale, the 
original purchase price will be refunded. 


If, prior to receiving such notice from the original buyer 
alleging such defect, we have paid the consignor monies 
owed him in connection with the sale, we shall pay the 
original buyer the amount of our commissions, any other 
sale proceeds to which we are entitled and applicable taxes 
received from the buyer on the sale and make demand on 
the consignor to pay the balance of the original purchase 
price to the original buyer. Should the consignor fail to pay 
Such amount promptly, we may disclose the identity of 

the consignor and assign to the original buyer our rights 
against the consignor with respect to the lot the sale of 
which is sought to be rescinded. Upon such disclosure and 
assignment, any liability of Bonhams as consignor's agent 
with respect to said lot shall automatically terminate. 


The foregoing limited right of rescission is available to the 
original buyer only and may not be assigned to or relied 
upon by any subsequent transferee of the property sold. 
The buyer hereby accepts the benefit of the consignor's 
warranty of title and other representations and warranties 
made by the consignor for the buyer's benefit. Nothing in 
this section shall be construed as an admission by us of 
any representation of fact, express or implied, obligation or 
responsibility with respect to any lot. THE BUYER'S SOLE 
AND EXCLUSIVE REMEDY AGAINST BONHAMS FOR 
ANY REASON WHATSOEVER IS THE LIMITED RIGHT OF 
RESCISSION DESCRIBED IN THIS SECTION. 


"Authorship" means only the identity of the creator, the 
period, culture and source or origin of the lot, as the case 
may be, as set forth in the UPPERCASE TYPE heading of 
the catalog entry for the lot. The right of rescission does not 
extend to: (а) works of art executed before 1870 (unless 
these works are determined to be counterfeits created 
since 1870), as this is a matter of current scholarly opinion 
which can change; (b) Chinese, Japanese and Korean 
paintings and calligraphy (unless, within twenty-one days of 
the sale of any such lot, the original purchaser gives written 
notice to Bonhams alleging that the lot is a counterfeit 
and within ten days after giving such notice returns the 
lot to us in the same condition as at the time of sale and 
demonstrates to our satisfaction that the lot is a counterfeit), 
as current scholarship in these respective fields does not 
permit unqualified statements as to Authorship or date of 
execution; (c) titles, descriptions, or other identification of 
offered lots, which information normally appears in lower 
case type below the UPPERCASE TYPE heading identifying 
the Authorship; (d) Authorship of any lot where it was 
Specifically mentioned that there exists a conflict of specialist 
or scholarly opinion regarding the Authorship of the lot at the 
time of sale; (e) Authorship of any lot which as of the date 
of sale was in accordance with the then generally-accepted 
opinion of scholars and specialists regarding the same; or 
(f the identification of periods or dates of creation in catalog 
descriptions which may be proven inaccurate by means of 
Scientific processes that are not generally accepted for use 
until after publication of the catalog in which the property is 
offered or that were unreasonably expensive or impractical 
to use at the time of such publication. 


For purposes of sections (a) and (b) above, "counterfeit" is 
defined as a work created with intent to deceive. 


LIMITATION OF LIABILITY 


EXCEPT AS EXPRESSLY PROVIDED ABOVE, ALL. 
PROPERTY IS SOLD "AS IS." NEITHER BONHAMS NOR 
THE CONSIGNOR MAKES ANY REPRESENTATION 

R WARRANTY, EXPRESS OR IMPLIED, AS TO THE 
ERCHANTABILITY, FITNESS OR CONDITION OF 

THE PROPERTY OR AS TO THE CORRECTNESS 

F DESCRIPTION, GENUINENESS, ATTRIBUTION, 
ROVENANCE OR PERIOD OF THE PROPERTY 

R AS TO WHETHER THE BUYER ACQUIRES ANY 

ER INTELLECTUAL PROPERTY 
GHTS IN LOTS SOLD OR AS TO WHETHER A WORK 
F ART IS SUBJECT TO THE ARTIST'S MORAL RIGHTS 
R OTHER RESIDUAL RIGHTS OF THE ARTIST. THE 
UYER EXPRESSLY ACKNOWLEDGES AND AGREES 
IALL BONHAMS BE LIABLE FOR 
Y DAMAGES INCLUDING, WITHOUT LIMITATION, ANY 
COMPENSATORY, INCIDENTAL OR CONSEQUENTIAL 
DAMAGES. IN NO EVENT SHALL THE AGGREGATE 
LIABILITY OF BONHAMS AND ITS CONSIGNOR TO 

A PURCHASER EXCEED THE PURCHASE PRICE 
ACTUALLY PAID FOR A DISPUTED ITEM OF PROPERTY. 
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Oversized lots 


3, 4, 7, 8, 12, 23, 28, 29, 32, 33, 43 


US/MAIN/20.9.2023 


Buyer’s Guide 


BUYING AND BIDDING AT AUCTION 


Whether you are an experienced bidder or an enthusiastic 
novice, auctions provide a stimulating atmosphere unlike any 
other. Bonhams previews and sales are free and open to the 
public. As you will find in these directions, bidding and buying 
at auction is easy and exciting. Should you have any further 
questions, please visit our website at www.bonhams.com or 
contact our Client Services Department at Tel: 1-800-959- 
4383 (toll free, within the US) or Tel: 1-908-707-0077 (outside 
the US). 


Catalogs 
Before each auction we publish illustrated catalogs. Our 
catalogs provide descriptions and estimated values for each 
"lot." A lot may refer to a single item or to a group of items 
auctioned together. The catalogs also include the dates 

and the times for the previews and auctions. We offer our 
catalogs by subscription or by single copy. For information on 
subscribing to our catalogs, you may refer to the subscription 
form in this catalog, call our Client Services Department, or 
visit our website at www.bonhams.com/us. 


Previews 

Auction previews are your chance to inspect each lot prior to 
the auction. We encourage you to look closely and examine 
each object on which you may want to bid so that you will 
know as much as possible about it. Except as expressly set 
forth in the Conditions of Sale, items are sold “as is" and 

with all faults; illustrations in our catalogs, website and other 
materials are provided for identification only. At the previews, 
our staff is always available to answer your questions and 
guide you through the auction process. Condition reports may 
be available upon request and are strongly recommended for 
all intending bidders who cannot view the property in person. 


Estimates 
Bonhams' catalogs include low and high value estimates 
for each lot, exclusive of the buyer's premium and tax. The 
estimates are provided as an approximate guide to current 
market value based primarily on previous auction results 
for comparable pieces, and should not be interpreted as a 
representation or prediction of actual selling prices. They 
are determined well in advance of a sale and are subject to 
revision. Please contact us should you have any questions 
about value estimates. 


Reserve 

Unless indicated by the о symbol next to the lot number, 
which denotes no reserve, all lots in the catalog are subject 
to a reserve. The reserve is the minimum auction price that 
the consignor is willing to accept for a lot. This amount is 
confidential and does not exceed the low estimate value. 


Auction House's Interest in Property Offered at Auction 


On occasion, Bonhams may offer property in which it has 
an ownership interest in whole or in part or otherwise has an 
economic interest. Such property, if any, is identified in the 
catalog with a А symbol next to the lot number(s). Bonhams 
may also offer property for a consignor that has been 
guaranteed a minimum price for its property by Bonhams 

or jointly by Bonhams and a third party. Bonhams and any 
third parties providing a guarantee may benefit financially if 
the guaranteed property is sold successfully and may incur 
a financial loss if its sale is not successful. Such property, if 
any, is identified in the catalog with a O symbol next to the 
lot number(s). 


Bidding at Auction 

You must be eighteen (18) years old or over to bid. At 
Bonhams, you can bid in many ways: in person, via absentee 
bid, over the phone, or via Bonhams’ live online bidding 
facility. Absentee bids can be submitted in person, online, 

or via email. Irrespective of previous bidding activity a valid 
Bonhams’ client account is required to participate in bidding 
activity. You will be required to provide government issued 
proof of identity, proof of residence, and if you are a company, 
your certificate of incorporation or equivalent documentation 
with your name and registered address, proof of your current 
address, documentary proof of your beneficial owners 

and directors, and proof of authority to transact. We may 
also request a financial reference and/or deposit from you 
before allowing you to bid. By bidding at auction, whether 

in person or by agent, by absentee bid, telephone, online 

or other means, the buyer or bidder agrees to be bound by 
the Conditions of Sale. Lots are auctioned in consecutive 
numerical order as they appear in the catalog. Bidding 


normally begins below the low estimate. The auctioneer will 
accept bids from interested parties present in the saleroom, 
rom telephone bidders, and from absentee bidders who 
have left written bids in advance of the sale. The auctioneer 
may also execute bids on behalf of the consignor up to 

he amount of the reserve, but never above it. We assume 
no responsibility for failure to execute bids for any reason 
whatsoever. 


In Person 
If you are planning to bid at auction for the first time, you will 
need to register at the reception desk in order to receive a 
numbered bid card. To place a bid, hold up your card so that 
he auctioneer can clearly see it. Decide on the maximum 
auction price that you wish to pay, exclusive of buyer's 
premium and tax, and continue bidding until your bid prevails 
or you reach your limit. If you are the successful bidder on a 
ot, the auctioneer will acknowledge your paddle number and 
bid amount. 


Absentee Bids 
As a service to those wishing to place bids, we may at our 
discretion accept bids without charge in advance of auction 
online or in writing on bidding forms available from us. “Buy” 
bids will not be accepted; all bids must state the highest 

bid price the bidder is willing to pay. Our auction staff will 

try to bid just as you would, with the goal of obtaining the 
item at the lowest bid price possible. In the event identical 
bids are submitted, the earliest bid submitted will take 
precedence. Absentee bids shall be executed in competition 
with other absentee bids, any applicable reserve, and bids 
from other auction participants. A friend or agent may place 
bids on your behalf, provided that we have received your 
written authorization prior to the sale. Absentee bid forms 
are available in our catalogs, online at www.bonhams.com/ 
us, at offsite auction locations and at our Los Angeles, San 
Francisco and New York galleries. 


By Telephone 
We can arrange for you to bid by telephone. To arrange for a 
telephone bid, please contact our Client Services Department 
а minimum of twenty-four (24) hours prior to the sale. 


Online 

We offer live online bidding for most auctions and accept 
absentee bids online for all our auctions. Please visit www. 
bonhams.com/us for details. 


In order to bid online in a sale, you must be eighteen 

(18) years old or over and you must register to bid via 
MyBonhams.com. Once you have registered, you should 
keep your account details strictly confidential and not permit 
any third party to access your account on your behalf or 
otherwise. You will be liable for any and all bids made via your 
account. Please note payment must be made from a bank 
account in the name of the registered bidder. 


Online Bidding Registration for Individuals: Enter your full 
name, email, residential address, date of birth and nationality 
and provide a valid credit card in your name which will be 
verified via Stripe before you are able to bid. If your credit 
card fails verification, you will not be permitted to bid and you 
should contact the Client Services Department for assistance. 
We may in addition request a financial reference and/or 
deposit from you prior to letting you bid. If you are bidding 
as agent on behalf of another party, you agree: (i) to disclose 
his fact to the Client Services Department; (ii) to provide 
such information as we require to enable us to complete 
bidder identification and registration procedures (including 
completing any anti-money laundering and/or anti-terrorism 
inancing checks) on that third party; and (iii) that where your 
bid is successful, you are jointly and severally liable with that 
other party for the full amounts owing for the successful bid 
whether or not you have disclosed that fact or the identity of 
he principal). Where you are the successful bidder for any 
ot with a hammer price equal to or in excess of US $10,000, 
and if you have not provided such documents previously, you 
will be required to upload or provide to the Client Services 
Department your government issued photo ID and (if not on 
he ID) proof of your address before the purchased lot can be 
released to you. Notwithstanding the foregoing, we reserve 
he right to request ID documentation from any bidder or 
buyer and to refuse to release any purchased lot until such 
documentation is provided. 


Online Bidding Registration for Companies or Other Legal 
Entities: You must select the option to set up a business 
account and then provide your full name, email, residential 


address, date of birth and the full name of the entity. You 
must provide a credit card for verification either in your 
name or the name of the entity but payment must be made 
from an account in the entity’s name. If your credit card 
fails verification, you will not be permitted to bid and should 
contact the Client Services Department for assistance. We 
may, in addition, require a bank reference or deposit prior 
to letting you bid. For all successful bids, we require the 
entity’s certificate of formation/incorporation or equivalent 
documentation confirming the entity’s name and registered 
address, documentary proof of each beneficial owner owning 
25% or more of the entity, and proof of your authority to 
transact before the lot can be released to you. 


We reserve the right to request any further information 

from any bidder that we may require in order to carry out 

any identification, anti-money laundering or anti-terrorism 
financing checks conducted by us. We may at our discretion 
postpone or cancel your registration, not permit you to bid 
and/or postpone or cancel completion of any purchase you 
may make. 


Bid Increments 


Bonhams generally uses the following increment multiples as 
bidding progresses: 


See Os 

200-500... 20/50/80s 
5001000. оиын by $50s 

1:0002 000 une by $100s 

2 000-5, OOO een by $200/500/800s 
5,00010; 000 ico docs RR ete by $500s 
10,000-20,000................................ by $1,000s 

20,000-80 DUO. riin nn by $2,000/5,000/8,000s 
50,000-100,000.............................. by $5,0005 
100,000-200,000............................ by $10,000s 

above $200,000................................ at auctioneer's discretion 


The auctioneer may split or reject any bid at any time 
at his or her discretion as outlined in the Conditions of 
Sale. 


Currency Converter 

Solely for the convenience of bidders, a currency converter 
may be provided at Bonhams' auctions. The rates quoted for 
conversion of other currencies to U.S. Dollars are indications 
only and should not be relied upon by a bidder, and neither 
Bonhams nor its agents shall be responsible for any errors 

or omissions in the operation or accuracy of the currency 
converter. 


Buyer's Premium 

A buyer's premium is added to the winning bid price of 
each individual lot purchased, at the rates set forth in the 
Conditions of Sale. The winning bid price plus the premium 
constitute the purchase price for the lot. Applicable sales 
taxes are computed based on this figure, and the total 
becomes your final purchase price. 


Unless specifically illustrated and noted, fine art frames are 
not included in the estimate or purchase price. Bonhams 
accepts no liability for damage or loss to frames during 
storage or shipment. 


All sales are final and subject to the Conditions of Sale found 
in our catalogs, on our website, and available at the reception 
desk. 


Payment 

Payment may be made to Bonhams by cash, checks drawn 
on a U.S. bank, money order, wire transfer, or by Visa, 
MasterCard, American Express or Discover credit or charge 
card or debit card. All items must be paid for within five (5) 
business days of the sale. Please note that payment by 
personal or business check may result in property not being 
released until purchase funds clear our bank. 
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Buyer's Guide - continued 


Sales Tax 

Residents of states listed in section 1 of the Conditions of 

Sale must pay applicable sales tax. Other state or local taxes 
(or compensation use taxes) may apply. Sales tax will be 
automatically added to the invoice unless a valid resale number 
has been furnished or the property is shipped via common 
carrier to destinations outside the states listed in the Conditions 
of Sale. If you wish to use your resale license please contact the 
Client Services Department for our form. 


Regulated Species Materials 
The export of a lot from the United States or import into certain 
countries may be subject to export or import regulations, 
licensure and/or other restrictions; in particular, lots containing 
plant or animal materials such as tortoiseshell, coral, whalebone 
or certain types of woods, irrespective of age or value, may 
require the granting of one or more export or import licenses 

or certificates, or may be banned from import altogether by 
some countries. Moreover, the ability to obtain an export 
license or certificate does not ensure the ability to obtain an 
import license or certificate in another country. Lots that contain 
Such regulated species materials may also not be eligible for 
exportation or for re-importation into the United States if they 
are not at least 100 years of age. In addition, resales of lots 
containing certain regulated species materials may be subject 

О restrictions in some jurisdictions. 


Lots noted in the catalog with a "Y" next to the lot number 
contain one or more such regulated plant or animal materials, 
however lots containing regulated material may lack the Y 
notation. It is the buyer's responsibility to investigate any such 
restrictions and to obtain any relevant export or import licenses. 
Please note that this process is governed by local authorities 
and may take considerable time. Regardless of any delay in 
he obtaining of an export/import license or certificate or denial 
hereof, purchased lots shall be paid for in accordance with 

he Conditions of Sale, and any such delay or denial shall not 
serve as the basis for cancellation of any sale. Prospective 
buyers are advised to obtain information from the relevant 
regulatory authorities regarding export and import restrictions, 
requirements, and costs prior to bidding. 


Prospective buyers should also check with their local (e.g. state) 
regulatory authorities regarding any local restrictions and/or 
permit requirements that may apply with respect to purchases 
of regulated species materials. Upon request, Bonhams may 
refer the purchaser to a third-party agent to assist the purchaser 
in attempting to obtain the appropriate licenses and/or 
certificates. However, there is no assurance that any necessary 
licenses or certificates can be obtained. Please contact the 
relevant Specialist Department for a suggested list of shipping 
agents prior to placing a bid if you are uncertain as to whether a 
lot is subject to export/import license or certificate requirements 
or related restrictions. 


Collection of Purchases 
Scheduling an appointment and payment in full prior to arrival 
will facilitate the quick release of your property. If you are 
sending a third party to collect, please provide details to our 
Client Services Department at invoices.us@bonhams.com prior 
to your scheduled pickup or we will be unable to release your 
property. 


For your convenience, pre-allocated 30-minute collection time 
Slots are available by appointment Monday through Friday 
between 9am - 4:30pm local time. To schedule collection of 
purchases, please contact our Client Services Department at 
Tel: 1-800-959-4383 (toll free, within the US) or Tel: 1-908-707- 
0077 (outside the US). 


Shipping & Removal 

Buyers are to review the Offsite Sold Property Storage section 
(below) for information regarding lots that will be removed to 
the offsite warehouse of Door To Door shortly after the sale. 
These designated lots must be collected by the buyer from 
Bonhams (at the designated premises where the sale occurred) 
prior to the day and time designated in the Offsite Sold Property 
Storage section, or from Door To Door thereafter. If buyers 

of these designated lots also buy other lots, these lots may 
also be removed to the warehouse of Door To Door, so all lots 
remain together and customers can collect or ship from one 
location. All other items will remain at Bonhams for a period of 
fourteen (14) days, after which time they may be transferred to 
site storage at the buyer's risk and expense. 


o 


For an additional fee, Bonhams may provide packing and 
shipping services for certain items. If you wish to receive a 


Bonhams' shipping quote, please indicate this at the time of 
registration. Carriers are not permitted to deliver to Р.О. boxes. 


nternational buyers are responsible for all import/export 
customs duties and taxes. An invoice stating the actual 
purchase price will accompany all international purchases. 


Handling and Storage Charges 

Storage charges of US $5 per lot, per day will begin accruing 
or any lots not collected within fourteen (14) calendar days of 
he auction. 


Bonhams reserves the right to remove uncollected sold lots to 


Handling and storage and Full Value Protection fees will apply, 
as further set forth in the Offsite Sold Property Storage section 
(below). 


Offsite Sold Property Storage 

All lots marked with a "W" in the catalogue are oversized and 
subject to additional storage and shipping as set forth below. 
Lots not so listed will remain at Bonhams; provided, however, 
THAT IF BUYERS OF W LISTED LOTS ALSO BUY OTHER 
NON-LISTED ITEMS, THESE OTHER LOTS WILL ALSO BE 
REMOVED TO THE WAREHOUSE OF DOOR TO DOOR, so 
that all lots remain together and buyers can collect their entire 
purchases from one location. For any questions please refer to 
the Bonhams Client Services Department. 


A. NEW YORK Sales (and New York Online Sales). Unless you 
are otherwise notified: 


* W lots (and additional purchases) from sales 
occurring on Tuesdays and Wednesdays will be 
transferred to offsite storage at Door To Door on the 
proximate Thursdays. You may collect W lots from 
Bonhams by 5pm Eastern Time on Wednesdays. 


Purchases will be available for collection on Fridays of the 
same week from Door To Door. 


* W lots (and additional purchases) from sales 
occurring on Thursdays, Fridays and Mondays will 
be transferred to offsite storage at Door To Door on 
the proximate Tuesdays. You may collect W lots from 
Bonhams by 5pm Eastern Time on Mondays. 


Purchases will be available for collection on Wednesdays 
from Door To Door. 


Collections appointments must be booked twenty-four 
(24) hours in advance with Door To Door (subject to full 
payment of all outstanding amounts due to Bonhams and 
Door To Door). 


Address: 
Door To Door Services 
50 Tannery Rd 
Somerville, NJ 08876 


B. LOS ANGELES Sales (and Los Angeles Online Sales) 


* You will be notified in advance of the sale of the 

date and time of the removal of W lots (and additional 
purchases) to the Door To Door warehouse. Please be 
advised that removal may occur the day following the day 
of the sale. 


Collections appointments must be booked twenty-four 
(24) hours in advance with Door To Door (subject to full 
payment of all outstanding amounts due to Bonhams and 
Door To Door). 


Address: 

Door to Door Services 
6280 Peachtree St 
Commerce, CA, 90040 


The transfer of lots to the warehouse of Door To Door is at the 
buyer's risk and expense. For sold lots removed to Door To 
Door, there will be transfer and Full Value Protection charges 
due immediately upon transfer and daily storage charges will 
begin to accrue five (5) business days after the transfer. 


he warehouse of Door To Door at the buyer's risk and expense. 


The per-lot charges of Door To Door Services are as follows 
(plus any applicable sales tax): 


FURNITURE/LARGE OBJECTS 

Transfer +++ $75 

Daily storage........... $10 

Full Value Protection (on Hammer + Premium + tax) 0.396 


SMALL OBJECTS 

... $37.50 

Daily storage. .......... $5 

Full Value Protection (on Hammer + Premium + tax) 0.390 


Please note, Door To Door does not accept liability for damage 
or loss due to negligence or otherwise, exceeding the stated 
value of such goods, or at its option the cost of repairing or 
replacing the damaged or missing goods. 


For more information regarding storage, shipping, or 
collection from Door To Door please contact Door To 
Door directly at auctions@dtdusa.com. 


Payment 

Payments for purchased lots must be made directly to 
Bonhams. Door To Door will not release property unless the 
buyer has paid Вопһагп in full. All charges for handling and 
storage due to Door To Door must be paid by the time of 
collection from their warehouse. Payment may be made by 
cash, check, or credit card. Please contact Door to Door in 
advance to ascertain the amount due. 


Lots will only be released from the Door To Door warehouse 
upon production of a “Release Order" obtained from the 
Cashier's Office at Bonhams. 


The removal/storage and/or shipment by Door To Door of any 
lots will be subject to their standard Conditions of Business, 
which can be found at https://www.dtdusa.com/terms-and- 
conditions and are available upon request from the Bonhams 
Client Services Department or from Door To Door directly. 
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Auction Registration Form B h m 
(Attendee / Absentee / Online / Telephone Bidding) О Г\ Ә © 


Please circle your bidding method above. 


š The Alan and Simone Hartman 
Sale title: Collection: The Inaugural Sale Sale date: December 14, 2023 
Paddle number (for office use only) Sale no. mE Sale venue: New York 
General Notice: This sale will be conducted in accordance General Bid Increments: 
with Bonhams Conditions of Sale, and your bidding and $10 - 200. .by 10s $10,000 - 20,000 .........by 1,000s 


buying at the sale will be governed by such terms and $200 - 500 $20,000 - 50,000 .........by 2,000 / 5,000 / 8,000s 
conditions. Please read the Conditions of Sale in conjunction $500 - 1,000................ by 50s $50,000 - 100,000 ....... by 5,000s 
with the Buyer's Guide relating to this sale and other $1,000 = 2,000 ........... by 100s $100,000 - 200,000.....by 10,000s 
о n Бак in your $2,000 - 5,000 ............. by 200 / 500 / 800s above $200,000 ........... at the auctioneer's discretion 
property not being released until purchase funds clear our $5,000 - 10,000 ........... by 500s The auctioneer has discretion to split any bid at any time. 
bank. Checks must be drawn on a U.S. bank. 

Customer Number Title 


Notice to Absentee Bidders: In the table below, please 
provide details of the lots on which you wish to place bids at First Name Last Name 
least 24 hours prior to the sale. Bids will be rounded down 

to the nearest increment. Please refer to the Buyer's Guide in 
the catalog for further information relating to instructions to 

Bonhams to execute absentee bids on your behalf. Bonhams Address 
will endeavor to execute bids on your behalf but will not be 


Company name (to be invoiced if applicable) 


liable for any errors or non-executed bids. City County / State 

Notice to First Time Bidders: New clients are requested to Я 

provide photographic proof of ID - passport, driving license, ID Post / Zip code Country 

card, together with proof of address - utility bill, bank or credit 

card statement etc. Corporate clients should also provide a Telephone mobile Telephone daytime 

copy of their articles of association / company registration 

documents, together with a letter authorizing the individual to Telephone evening 

bid on the company's behalf. Failure to provide this may result PEE: 
in your bids not being processed. For higher value lots you may | Telephone bidders: indicate primary and secondary contact numbers by writing (1) or (2) 


also be asked to provide a bankers reference. next to the telephone number. 


E-mail (in capitals) 


Notice to online bidders; If you have forgotten your 


username and password for www.bonhams.com, please By providing your email address above, you authorize Bonhams to send you marketing materials and news concerning Bonhams 
contact Client Services. and partner organizations. Bonhams does not sell or trade email addresses. 

If successful | am registering to bid as a private client | am registering to bid as a trade client 

| will collect the purchases myself А 

Please contact me with a shipping quote (if applicable) Resale: please enter your resale license number here " | 

| will arrange a third party to collect my purchase(s) We may contact you for additional information. 


Please email the completed Registration Form and 
requested information to: SHIPPING 


Bonhams Client Services Department 
580 Madison Avenue 

New York, New York 10022 Address: Country: 
Tel +1 (212) 644 9001 
bids.us@bonhams.com 


Shipping Address (if different than above): 


City: Post/ZIP code: 


Please note that all telephone calls are recorded. 


Type of bid Brief description MAX bid in US$ 

/A-Absentee. T-Teleph Lot no. (In the event of any discrepancy, lot number and not lot description will govern.) (excluding premium and applicable tax) 

(A-Absentee, T-Telephone) If you are bidding online there is no need to complete this section. Emergency bid for telephone bidders only* 
You instruct us to execute each absentee bid up to the corresponding bid * Emergency Bid: A maximum bid (exclusive of Buyer's Premium and tax) to be executed 
amount indicated above. by Bonhams only if we are unable to contact you by telephone or should the connection 


be lost during bidding. 


BY SIGNING THIS FORM YOU AGREE THAT YOU HAVE READ AND UNDERSTAND OUR CONDITIONS OF SALE AND SHALL BE LEGALLY BOUND BY THEM, 
AND YOU AGREE TO PAY THE BUYER'S PREMIUM, ANY APPLICABLE TAXES, AND ANY OTHER CHARGES MENTIONED IN THE BUYER'S GUIDE OR 
CONDITIONS OF SALE. THIS AFFECTS YOUR LEGAL RIGHTS. 


Your signature: Date: 


NY/MAIN/10.20 
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Bonhams 
580 Madison Avenue 
New York, NY 10022 


+1212 644 9001 
bonhams.com 


AUCTIONEERS SINCE 1793 


